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ABSTRACT 
 
 This dissertation explores the primary sites of collecting and display 
commissioned by Francesco I de' Medici, Grand Duke of Tuscany (r. 1564-87.) 
These sites ─ Francesco's studiolo in the Palazzo Vecchio and the nearby Galleria 
degli Uffizi ─  established precedents for the physical layout of newly emerging 
museums in early modern Europe, as scholars have suggested.  But, as this 
dissertation asserts, Francesco's communication of authority through these sites 
significantly contributed to the changing expectations in the 16th century of a 
ruler's proper engagement with culture.  Displaying objects connoting 
knowledge, taste, and wealth, these sites demonstrated Francesco's privileged 
access to such objects and his mastery over the scientific processes involved in 
their creation. Emphasizing the prince's knowledge, this approach contrasted 
with earlier rulers' reliance on images of direct military power and laid the 
groundwork for the merging of personal and private space that would come to 
characterize the full expression of absolutism across Europe.   
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 Chapter One examines the multi-faceted assertions of authority in 
Francesco's portraits, a strategy reflecting his embrace of images and spaces to 
communicate personal and political identity. Chapter Two addresses his private 
studiolo, which represented Francesco's participation in scientific, contemplative, 
and collecting activities among ruling elites. Chapter Three examines the subtle 
but profound shift in the meaning of the collection when, in 1583, Francesco 
created the Galleria degli Uffizi, a significant contribution in the history of 
European museums. Established independent of the prince's residence, the new 
museum represented Francesco's most powerful expression of cultural politics, 
as dignitaries visited the impressively decorated gallery and experienced first-
hand its political assertions.   
 The dissertation concludes by examining the impact of Francesco's 
museological precedents on other Italian rulers. Sites in Florence and Mantua 
demonstrate the continued attractiveness of Francesco's cultural expressions of 
authority to 17th-century rulers, as new expectations of a ruler's engagement with 
the arts emerge.  Princely galleries become an increasingly common 
demonstration of authority, with many examples emulating the Uffizi's design.  
The conclusion affirms Francesco's legacy in binding the demonstration of 
artistic and scientific knowledge to political authority in the early Seicento.   
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INTRODUCTION 
 
 This dissertation project began with a single room and a single question.  
While the room that forms the basis of this inquiry remains one of the most 
spectacularly decorated spaces of the Italian Renaissance, the question that 
initiated this research remains far less complex, a simplicity that belies its 
possibly unanswerable nature: why would someone spend great time, energy, 
and resources creating a magnificent space, only to seemingly abandon it a few 
years later?  In the end this presumably straightforward question developed into 
a research project that addresses issues beyond the scope of a single individual's 
motivations. 
 The room in question is the studiolo of Francesco I de' Medici (1541-87.)  
Ruling Florence as prince regent from 1564 and later as the second Grand Duke 
of Tuscany, Francesco commissioned this space to serve as a private study and to 
display his collection of rare and precious objects, including texts, works of art, 
and exotic natural wonders.1  Constructed between 1570 and 1575, the creation of 
                                                          
1 For the most recent publications related to Francesco's studiolo, see Valentina Conticelli, 
"Guardaroba di Cose Rare et Preziose": Lo Studiolo di Francesco I de' Medici - Arte, Storia e Significati. 
(Lugano, Switzerland: Agorà, 2007), which explores the relationship between Francesco's 
alchemical interests and the studiolo's decorative scheme, as well as extensive background to the 
intellectual and artistic creation of the works; and Lindsay Alberts, "The studiolo of Francesco I de' 
Medici: A Recently-Found Inventory," Art Histories Supplement 2.0, no. 1 (Summer 2015): 3-23, the 
author's publication of the first known inventory of the room, further discussed in Chapter Two. 
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the studiolo was led by court artistic majordomo Giorgio Vasari, who directed the 
Medici's stable of court artists to produce over 30 paintings for the space.2  These 
paintings were installed in two registers within the small room.  The lower 
register of oval shaped paintings serve as decorated doors to cabinets built into 
the walls, within which the objects forming Francesco's collection of wonders 
would have been stored and arranged.  The painted cabinet doors not only 
protect the objects within but also organize them, as the subjects of the paintings 
are origin stories or myths related to the material of the objects within each 
cabinet.  For example, the cabinet decorated with Niccolo Betti's Sack of a City, in 
which soldiers pile loot including metal pitchers and decorated jugs at the feet of 
a victorious general, likely covered the cabinets in which precious objects made 
of metal were stored.  A second register of paintings, these rectangular in shape, 
sits above the cabinets, filling the walls with more images of mythologies and 
Italian industries such as mining and spa towns with healing waters.  In each 
corner, niches decorated with rare variegated marbles display bronze statuettes 
depicting ancient gods and goddesses, including Vulcan and Venus.   
 Although the studiolo appears to the modern viewer in nearly the same 
state as when it was first created, thanks to an early 20th century restoration of the 
                                                          
2 For more on Vasari's work for the Medici court under Cosimo I and Francesco I, see Patricia 
Rubin's biography, Giorgio Vasari: Art and History. (New Haven: Yale University Press, 1995), and 
Edward Goldberg, Patterns in Late Medici Art Patronage. (Princeton, NJ: Princeton University 
Press, 1983), the introduction of which offers a useful summary of the continuities and shifts of 
emphasis between the kinds of projects Vasari oversaw under the two subsequent grand dukes. 
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paintings to their original locations, Francesco's collection, the raison d'être for 
the room's very existence, has long been dispersed, with only a single inventory 
to suggest the objects originally displayed within.  When originally in situ, their 
visual appeal as well as their exotic and rare nature would have heightened the 
visual effect of the studiolo as a whole.  With the 1574 inventory of the room 
listing objects fabricated from expensive and difficult-to-work materials, such as 
bronze and colored marbles, as well as intriguing magical objects such as the 
preserved paws of Cerberus, the three-headed dog of the ancient underworld, 
and foreign weapons such as Turkish and Hungarian scimitars,3 today's visitor to 
the studiolo must imaginatively re-place these objects on their shelves to fully 
grasp the visual richness of the space when it was used by Francesco as a 
personal space for contemplation.  A small room, measuring only 260 square feet, 
but with every inch covered with art or wondrous objects constructed of fine 
materials, Francesco's studiolo would have constituted a visual feast, one 
designed to engage the prince's mind and eyes as he considered the creative 
powers of both man and nature. Withdrawing from the more public aspect of his 
role as grand duke, Francesco did not however retreat from his responsibility 
when he retired to the studiolo, which he used as an educational space in which 
to contemplate and synthesize his understanding of natural processes, pursuing 
and producing knowledge in an appropriately elegant space for such a princely 
                                                          
3 See Alberts, "The studiolo of Francesco I de' Medici." 
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pursuit. 
 Dripping with decorations, stuffed with intriguing objects, and fulfilling 
the prince's need for a private space in which to contemplate the natural world, 
Francesco's studiolo represents one of the most spectacular expressions of the 
Renaissance studio, as regards both the sheer number of works of art displayed in 
the space and the truly impressive quality of the objects forming the collection.   
It is easy to imagine how Francesco would have used this room, entering the 
darkened space, devoid of windows, to examine his precious objects and to 
consider his knowledge of the world around him in relative and perhaps blissful 
solitude, bringing him personal delight and a satisfaction borne of the 
knowledge that his intellectual activities supported by the space befitted a wise 
ruler.  And yet, to return to the original question that spurred this dissertation, 
although he spent five years and significant resources creating this beautiful 
study room, within a decade, he potentially disassembled it and transferred 
many of its objects to the newly created Galleria degli Uffizi, which he 
established in 1583.  While some have argued that Francesco no longer used the 
studiolo after he turned his attentions to the Uffizi, it remains unclear to me 
whether or not Francesco truly abandoned his studiolo once he had established 
the Uffizi, and I suspect that he continued to utilize it as a private study 
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throughout his lifetime.4   
 Although it was a single inquiry that initiated this research, this 
dissertation naturally looks beyond one question of personal motivation and 
patronage to consider how Francesco employed cultural forms to assert an 
alternative mode of communicating his personal authority by embracing the 
dualistic nature of his primary collecting commissions.  This use of multivalence 
as a strategy for communicating power is especially evident in Francesco's sites 
that both collect and display the objects of his collections.  As such, this 
dissertation examines Francesco's two primary sites for the display of his 
collection, both his personal collection of exotica and the wider Medici collection 
of art and antiquities, his private studiolo in Florence's Palazzo Vecchio and the 
                                                          
4 According to general scholarly consensus [see Larry Feinberg, “The Studiolo of Francesco I 
Reconsidered,” in The Medici, Michelangelo, and the Art of Late Renaissance Florence (New Haven: 
Yale University Press, 2002), 48;  Scott Schaefer, The Studiolo of Francesco I de’ Medici in the Palazzo 
Vecchio in Florence (PhD diss, Bryn Mawr College, 1976), 463; Karen Victoria Edwards, Rethinking 
the Installation of the Studiolo of Francesco I de’ Medici in the Palazzo Vecchio (PhD diss., Case Western 
Reserve University, 2007), 41; and Eilean Hooper-Greenhill, Museums and the Shaping of Knowledge 
(London: Routledge, 1992),  106], Francesco abandoned use of the studiolo around the time of the 
establishment of the Uffizi; however, no scholar has yet produced convicting, or in fact any, 
evidence other than the transfer of a few objects to the Tribuna to support this assumption.  
Valentina Conticelli states that the bronze statuettes displayed in the corner niches of the studiolo 
were transferred to the Galleria degli Uffizi in 1586.  While a number of the paintings were 
transferred to the Palazzo Pitti in 1620, it remains unclear what, if any, changes were made to the 
decorations and/or the objects displayed within the studiolo.  Conticelli, p. 15.  Giuseppe Olmi 
states that the entire space was "dismantled" in 1584, with many objects transferred to the 
Tribuna, the showpiece central gallery of the new Uffizi.  However, he does not articulate 
precisely which objects were transferred, nor does he offer archival evidence in support of the 
studiolo's "dismantling."  The fact that the paintings were moved from the studiolo to the Pitti in 
the 17th century appears to counter this narrative.  Giuseppe Olmi, "Science -- Honor -- 
Metaphor: Italian Cabinets of the 16th and 17th Centuries," in The Origins of Museums: The Cabinet 
of Curiosities in Sixteenth- and Seventeenth-Century Europe. eds. Oliver Impey and Arthur 
MacGregor (Oxford: Clarendon Press, 1985), 10. 
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Galleria degli Uffizi.  This project investigates how these sites served dual 
purposes, simultaneously personal retreats for the grand duke as an individual 
and assertions of his political authority through cultural forms. Exploring the 
subtle assertion of power that he employed complicates and enriches our 
understanding of how art served political ends in the early modern period and 
suggests an alternative Renaissance strategy for the communication of political 
authority, one not paradigmatically expected of early modern rulers in existing 
scholarship.   
 This dissertation is at heart a study in patronage.  A competent ruler, a 
major late Renaissance collector, and the creator of one of the world's most 
important art museums, Francesco has nonetheless been either ignored or vilified 
in many accounts of the late Medici.  His use of culture to convey political 
messages turned away from the overt forms employed by earlier Florentine 
rulers and looked forward to the complete dominance of the political in all state 
institutions typical of full-fledged absolute rule.  But in doing so he failed many 
of the expectations that existing scholarship has created for an early modern 
ruler.   
 Reported to be reserved and frequently distant from his subjects, 
Francesco has historically appeared as an absent, deviant, and even unstable 
prince.  Shying away from bombastic personal representation and lacking in 
visionary political goals, Francesco's progressiveness remains most evident not 
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in the political arena but in the cultural and emerging early scientific worlds, 
which in the late Cinquecento were not viewed as separate disciplines but 
remained equally valued if slightly different means of expanding and controlling 
early modern epistemes.  Fascinated by natural philosophy and transformative 
processes, Francesco engaged daily in alchemical and technological 
experimentation in the granducal laboratories located at the Casino di San 
Marco, where he and his assistants developed products ranging from metallurgy 
to medicine.  His fascination with transformative processes in all their 
applications, be they chemical, artistic, industrial, or technological, reflects the 
interconnected nature of Renaissance art and science, as well as the potential 
stakes involved in the display and demonstration of the knowledge of such 
forces.  In much scholarship, Francesco's personal fascination with early modern 
science has, unfortunately, been misunderstood, with the prince interpreted as so 
obsessed with tinkering in his labs that he neglected the running of his 
government.  This rather one-dimensional treatment of Francesco has overlooked 
his cutting-edge scientific and artistic interests and his active role in networks of 
sociability surrounding late Renaissance interests in the arts, sciences, and 
collecting.  Francesco's sites of collecting and display, which combine art and 
science in the display of contemporary knowledge, in fact underscore Francesco's 
avant-garde interests and simultaneous production of and access to knowledge 
that remains both befitting a ruler and a demonstration of his right to rule.  These 
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spaces communicate the right to rule, albeit in a mode that does not conform to 
existing expectations of early modern strategies for communicating political 
power, by emphasizing his knowledge rather than his hard political authority. 
 This alternative approach to communicating political authority, 
Francesco's "strategy of ambivalence," serves as the primary lens through which I 
view his collecting sites.  The idea of ambivalence requires greater consideration.  
Like absolutism, another term featured in this dissertation, which I will address 
shortly, ambivalence is a word that we often use indistinctly.   We all generally 
have a sense of what it means, and as such academics use it in a somewhat fluid 
way.5  In a sense the ambiguity (a word that is often used more-or-less 
                                                          
5 Recent art historical works employing the word ambivalence include Patricia Clare Ingham, The 
Medieval New: Ambivalence in an Age of Innovation (Philadelphia: University of Pennsylvania Press, 
2015), in which the concept of ambivalence appears in the title but disappears so far into the 
background in Ingham's re-analysis of medieval caution emerging from an explosion of new 
possibilities in the period as to remain negligible.  Jordana Moore Saggese, Reading Basquiat: 
Exploring Ambivalence in American Art (Berkeley: University of California Press, 2014) utilizes the 
generalized concept of ambivalence that I suggest is common, in which the idea of ambivalence 
as something that is simultaneously more than one thing is applied to Jean-Michel Basquiat, 
although Saggese does not overtly articulate her application of the term as she considers the artist 
in relation to dichotomies such as street/gallery and white/other.  Patrizia Munforte employs a 
similar concept of ambivalence in her article "The Body of Ambivalence: The 'Alive, Yet Dead' 
Portrait in the 19th Century," Rebus, no. 7 ( Summer 2015), in which she considers the dualism of 
the popular 19th century memorial of photographic portraits of the deceased, which present the 
subjects as illusionistically and ambivalently "alive, yet dead."  A.P. Rossiter's collection of 
lectures, Angel with Horns, and Other Shakespeare Lectures. ed. Graham Storey (New York: Theatre 
Arts Books, 1961)  includes two essays addressing ambivalence in Shakespeare's history plays, 
which he calls his "two-eyed quality."  For more on ambiguity in Shakespeare, see Norman 
Rabkin, Shakespeare and the Problem of Meaning (Chicago: University of Chicago Press, 1981.)  Peter 
Holbook also addressed Shakespearean ambivalence  in "Philosophical Approaches to 
Shakespeare's Works: An Overview," (keynote address at the annual meeting of the Taiwan 
Association of Classical, Medieval, and Renaissance Studies Conference, Taipei, Taiwan, October 
23-24, 2015), which will appear in a forthcoming Blackwell volume as "Shakespeare and 
Philosophy." My thanks to Peter for our fruitful and enjoyable conversations in Taipei regarding 
ambivalence and the history of emotions.  
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interchangeably with ambivalent, which is more problematically imprecise) of 
the word ambivalence remains entirely appropriate, for something is ambivalent 
when it does not discretely fall into one category or another.   
 The ambiguity of the word ambivalence can produce a richness that 
reflects the often complicated and uneasily defined interrelations between art, 
science, and politics and as such makes it attractive and productive.  However,  it 
of course remains necessary to define to a satisfactory degree a term that features 
so centrally in this dissertation.  First and foremost, it is important to recognize 
that the word ambivalence, in Italian the cognate ambivalenza, as applied to late 
Renaissance Florence is entirely ahistorical, as the word only appeared in the 
Italian language at the turn of the 20th century as part of the contemporary rise of 
psychiatry and its related language.6  While Freud's psychological use of the 
word, describing a condition in which someone simultaneously experiences two 
contradictory emotions, often attraction and repulsion, towards an individual or 
object, may have first kindled this linguistic flame in my project, I intend to move 
beyond an attempt at a psychological reading of Francesco.  Instead of focusing 
on the contradictory nature inherent to the psychological use of the word, my 
use of ambivalence centers on the way in which something that is ambivalent 
remains two things at once, simultaneously possessing a dual nature.  It is within 
                                                          
6 Salvatore Battaglia, Grande Dizionario della Lingua Italiana: I, A-BALB (Torino: Unione 
Tipografico, 1961),  383. 
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the space between these two nodes that meaning is produced.  Rather than 
thinking of ambivalence as a clash of opposing forces, this dissertation considers 
ambivalence as a state in which meaning exists as a creative product of the 
negotiation of the space between two states existing within a single object -- in 
this case, a commissioned space for the display of a collection.  My use of 
ambivalence is an attempt to articulate the multivalence of these spaces.  As 
discussed in the following chapters, Francesco's studiolo and the Galleria degli 
Uffizi each served two functions at once, existing as both personal retreats for the 
Grand Duke and as political statements of authority couched in cultural forms.  
Rather than simply having two functions, it was the multivalent nature of these 
spaces, their inherent being of two things at once, that made them so effective at 
communicating Francesco's right to rule.  The fact that they were fundamentally 
both personal and political transformed them into a new kind of political 
communication, a kind of authoritative assertion via soft power that was all the 
more insidious and effective in that those who it worked upon, dignitaries such 
as ambassadors and visiting rulers, did not see it coming by virtue of its multiple 
meanings.  The subliminal political power of these cultural forms demonstrates 
Francesco's calculated embrace of his ambivalence.  Reading Francesco's sites of 
collecting and display through the lens of ambivalence or multivalence, and, 
more importantly, introducing the political into what has traditionally been 
viewed as entirely personal commissions reinforces the instability of binary 
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categories such as personal/political and private/public in the Renaissance.  The 
lack of a true arena of life that could be defined as private remains especially true 
for an early modern ruler, for when was such an individual ever truly alone?7  
This constant degree of visibility remained all the more so for Francesco and the 
other Medici grand dukes, who governed Tuscany as absolute rulers.  Their 
status as the sole and final political authority meant that, to an even greater 
degree, no part of their life could remain purely personal. 
 Like ambivalence, the idea of the absolute ruler and the associated 
political system known as absolutism remains a concept that we all seem to 
understand generally, even in the absence of a narrow definition.  Similar to the 
concept of ambivalence, which emerged in the first few decades of the 20th 
century as part of the new science of psychology, assolutismo first appeared in 
usage around the same time in the writings of the philosopher and historian 
Benedetto Croce.8   However, although the word may not have appeared before 
the early 20th century, we can be sure that many previous generations of Italians, 
                                                          
7 My thanks to Anthony Grafton for posing this question to me at the Scientiae 2015 conference at 
the University of Toronto and for suggesting Alan Stewart's work on epistemologies of the closet. 
8
 The Italian assolutismo derives, not surprisingly, from cognates in other languages, such as the 
French absolutisme and English absolutism.  Battaglia, 774.  Perhaps not surprisingly for the 
political thinker most directly associated with absolutism, Niccolò Machiavelli does use a similar 
expression in Il Principe, when he describes princes who govern behind-the-scenes in contrast to 
those who "seize absolute authority" ("pigliare l'autorità assoluta.")  Although Machiavelli does 
not articulate a complete theory of such absolute authority, his reader easily grasps his 
conception of a ruler who overtly projects his power, which Machiavelli understands as a 
rejection of the Quattrocento Florentine practice of hiding true authority behind a facade of 
republicanism.  Niccolò Machiavelli, Il Principe. ed, Luigi Firpo. (Torino: Einaudi, 1961), 36-37. 
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like subjects around the world, would have recognized absolutism as the 
political situation of their day, even if they lacked this specific vocabulary to 
describe their experience.  Although a relatively young word, the political 
experience of power concentrated in a single individual remains a very old 
concept.   
 Being art historical rather than political or historical in nature, this project 
defines absolutism simply, as a political system in which power, both legislative 
and executive, is held by a single individual without external controls on such 
power.  This definition, in essence the same description of absolutism that many 
of us learned in high school, accurately fits the political world of the Medici 
grand dukes at the end of the Cinquecento, who ruled as the sole authorities in 
Tuscany.  Although not one but in fact multiple court systems fulfilled the state's 
judicial activities, some of which were originally located in the Uffizi building 
itself, the early grand dukes Cosimo and Francesco had complete authority to 
make legislation, declare war, and set economic policies.9  Although a complex 
bureaucracy of secretaries, courtiers, and early modern desk jockeys supported 
the granducal system and included many trusted advisors to the grand dukes, 
such individuals could hope, at best, to have the grand duke's ear.  Ruling 
Florence and the extended Tuscan state without any form of advisory council or 
                                                          
9 They also exerted great power at a supra-judicial level, ordering assassinations and covert 
murders often disguised as the work of nefarious hooligans, such as the murder of Pietro 
Buonaventura discussed in Chapter One.  
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parliament, the early grand dukes were true absolute rulers.  That they had not 
yet raised the performance of their centralized power to the level of lived 
spectacle embodied by Louis XIV's absolutisme at Versailles reflects the Medici 
grand duchy's position at the earlier end of the history of absolutism.  
Francesco's use of sites of collecting to assert authority through the appeal of 
culture rather than the threat of violence or other means of punishment would, 
as this dissertation argues, establish precedents that initiate the collapsing of the 
already tenuous early modern distinction between the personal and the political.  
Though separated by more than a century, the Uffizi as both a personal retreat 
and political statement of authority and the calcified morning routine of the Sun 
King's levée sit on the same spectrum of absolutism. 
While they may seem worlds apart, comparison of Francesco's Tuscany 
and Louis's France reveals the imprecision of the very term absolutism itself.  
Historian of French literature Jay Caplan observes how the absolutist culture of 
Louis' reign revolved around the power afforded to representations of the 
monarch at the expense of the king himself.  He sees a disconnect between the 
representation of the king, "endowed... with the godlike power of the sovereign," 
and the actual power of the monarch, which for most of his rule was constrained 
by other political agents in France, including the church, parliaments, guilds, and 
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of course the nobility,10 which Louis so feared that he ordered them bound 
within the gilded cage of Versailles.  While Louis' court almost always springs to 
mind first when one hears the word absolutism, Caplan's analysis shows that the 
power given to representations of the king covered his relative lack of true 
political power.  Francesco, on the other hand, is rarely described as an absolute 
ruler, in part due to the fact that his statements of authority remained on the 
whole more nuanced and less overt than those of early modern Italian princes 
more frequently described in absolutist terms.11  However, as described, the 
political environment that existed under his rule was entirely absolutist.  
Francesco did not, however, encourage the same kind of empowered image 
making that has made Louis' representations so famous.  Ironically, then, Louis is 
described as an absolute monarch because he appeared to have total power, 
which in fact he did not posses, while Francesco had absolute political power but 
very infrequently is described as absolutist.  Such a discrepancy not only 
illustrates the general lack of precision in the use of the term absolutism, but, 
perhaps more importantly for this dissertation on the interrelation of art and 
politics, points to the power of the representation.   
While the "power of art" is hardly a new concept, the use of cultural forms 
                                                          
10 Jay Caplan, In the King's Wake: Post-Absolutist Culture in France (Chicago: University of Chicago 
Press, 1999),  1.  
11 Such as his father, Cosimo I.  For more on Cosimo as an absolute ruler, see James Holderbaum, 
The Sculptor Giovanni Bologna  (New York: Garland Publishing Inc, 1983.) 
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to articulate political authority remains a core interest of this project and benefits 
from the borrowing of a concept from modern political science.  Subsequent 
chapters will argue that Francesco's sites of collecting and display not only 
articulated his political authority but also were especially effective due to the 
seductively persuasive nature of cultural expressions of power.  By insidious I do 
not necessarily mean harmful but refer to the subtle and potentially unnoticed 
way in which these commissions worked on their viewing audience.  Visitors to 
the new galleria at the Uffizi, viewing the impressive collection of precious 
objects, paintings by famous Renaissance masters, and rare ancient statues set 
within a beautifully decorated and elegant gallery, would conclude that the 
Medici were indeed a wealthy, powerful, and erudite family with the requisite 
fortune, taste, and authority to rule Florence generation after generation.  These 
visitors, most likely visiting dignitaries or foreign agents, would then report back 
to their respective superiors that they had judged and now deemed the late 
Renaissance Medici court and state to be powerful and stable, an attractive 
partner in trade, war, or even marriage.  Of course, their apparently independent 
conclusions had been orchestrated by the physical space of the Uffizi itself, with 
the objects on display within the gallery manifesting the virtues and associations 
desired by Francesco, the creator of the gallery.   
This use of art, both the objects forming the Medici family collection and 
their presentation in a beautifully decorated, dedicated space, to communicate 
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authority reflects an early modern example of the use of soft power.12  Although 
developed to describe contemporary geopolitical capital, the concept of soft 
power, of attracting rather than threatening potential allies, provides a useful 
way to consider the political function of collections and their display under 
Francesco I.  Although the term "soft power," first articulated by political scientist 
Joseph Nye, is entirely anachronistic to the world of 16th century Florence, I 
believe that this modern concept is nonetheless useful as a way to characterize 
early modern approaches to power, even if political philosophers in the period 
did not use such language.  In this dissertation, I use the term "soft power" as a 
shorthand for Francesco's strategy of aligning culture with the communication of 
the political.  Nye's concept of soft power is productive for this project not only 
because it succinctly encapsulates my understanding of Francesco's strategic use 
of culture but, more importantly, because it explicitly acknowledges and 
accommodates the politics of culture.  I borrow terminology from political 
science to describe Francesco's collecting and display practices to foreground the 
fact that these were political acts, which has often been overlooked in existing 
scholarship on this topic.   
                                                          
12 The concept of soft power was first presented by political scientist Joseph Nye in his 1990 book 
Bound to Lead, which argued against the then-widespread belief that American influence was 
declining on the world stage by asserting that American geopolitical power remained strong 
through the attractiveness of the ideals associated with the United States.  More fully explaining 
the concept in Soft Power: The Means to Success in World Politics (New York: Public Affairs, 2004), x, 
Nye articulates soft power as "the ability to get what you want through attraction rather than 
coercion." 
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While Niccolò Machiavelli's advice for princes, including, it seems, 
Cosimo I,13 has traditionally been interpreted as a paradigm shift resulting in 
geopolitics based on realpolitik that has remained unchallenged until the late 20th 
century, Francesco's sites alert us to the possibility of a contemporary alternative 
for the communication of power.  Machiavelli's work reflects the late Renaissance 
as a time when the nature of power was in question, with Machiavelli proposing 
a view of power as fundamentally based on the visible threat of punishment, or 
"hard power."14  Francesco's sites of display and collecting, on the other hand, 
present his authority as wealthy, stable, learned, and creative and thus a desired, 
rather than feared, political entity.  In Nye's words, "seduction is always more 
effective than coercion."15  While the relative efficacy of hard versus soft power in 
the early modern Italian context remains beyond the scope of this art historical 
study, I argue that Francesco's employment of soft power through cultural forms 
to assert his authority through attraction rather than threats requires equal 
consideration as a viable early modern strategy of asserting political authority. 
 My use of language borrowed from 21st century political science 
acknowledges that this dissertation considers Francesco's primary sites of 
                                                          
13 Cosimo is so frequently associated with Machiavelli's advice that the 2005 Oxford World's 
Classics edition of The Prince features Bronzino's 1545 portrait of the first grand duke as its cover, 
even though the text was written in 1513 and published in 1532, before Cosimo came to power.   
14 The paradigm shift that Machiavelli most fundamentally argues for remains his insistence that 
power be made visible, in contrast to the Quattrocento practice in his native Florence of the 
influential controlling the city behind the scenes, maintaining the appearance of a republican 
facade, or, in his words, a prince who governs "by means of public magistrates."   
15 Nye, x. 
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collecting and display within the context of his reign and the political 
environment of late Cinquecento Florence.  However, understanding the 
communicative power of these sites requires a thorough knowledge of the 
appearance and history of the sites themselves.  Francesco’s participation in 
collecting and display practices is addressed at length in Luciano Berti’s 
monograph on the prince, which offers one of the earliest efforts to look beyond 
his historical reputation alone in an objective exploration of the second Grand 
Duke’s rule and his artistic and scientific interests.16   Drawing heavily from 
contemporary sources, Berti’s book offers invaluable insights into Francesco’s 
actions beyond the scandals that have constituted much of his legacy.  Berti 
devotes a chapter to the creation and decoration of the studiolo, and another to 
the evolution of portraits of Francesco, both of which have served as helpful 
starting points for my own considerations of those topics.  However, Berti views 
the prince’s interests in alchemy and art technologies as the primary drivers 
behind the studiolo and does not address the central concern of my project, the 
political functions of Francesco’s sites of display.  Likewise, Scott Schaefer's 
dissertation on the studiolo provides a solid overview of the room, summarizing 
the known documentary evidence related to its commission and program by 
Vincenzo Borghini and Giorgio Vasari, considering the philosophical meanings 
                                                          
16 Luciano Berti, Il Principe dello Studiolo: Francesco I dei Medici e la fine del Rinascimento fiorentino 
(Firenze: Editrice Edam, 1967.)  This book was reissued in 2002 with a preface by Antonio Natali. 
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of each painting, both related to the collected objects assumed to be on display in 
the room and in regards to the larger elemental and cosmographical program, 
and locating the studiolo within Francesco's larger interest in the natural world.17  
Like Berti, though, Schaefer consistently reads Francesco as apolitical,18 viewing 
the studiolo and its decorations as reflecting early modern intellectual history 
without considering its political functions.  In the most recent scholarly work on 
the studiolo, Valentina Conticelli considers the space through the lens of 
Francesco's scientific interests, especially alchemy.  While she, like many scholars 
working on the space (and in this respect I differ markedly from my scholarly 
predecessors) prioritizes re-assessing the current arrangement of the paintings 
within the space, 19 her book remains very useful for understanding Francesco's 
circle of intellectual advisors and how that epistemological background 
contributed to the appearance of the studiolo. 
 Dora Thonrton's study of the Renaissance studio, although focusing on a 
slightly earlier period (the Italian Quattrocento) and on a slightly different group 
of patrons (urban elites rather than rulers), provides this project a background in 
typical ─ if one can use such a word for a space characterized by variation ─ 
practices related to the physical and intellectual makeup of studioli, such as 
                                                          
17 Scott Schaefer, The Studiolo of Francesco I de’ Medici in the Palazzo Vecchio in Florence (PhD diss., 
Bryn Mawr College, 1976.) 
18 Ibid., 170. 
19 Valentina Conticelli, "Guardaroba di cose rare et preziose": lo studiolo di Francesco I de' Medici: arte, 
storia e significati (Lugano, Switzerland: Agorà, 2007.) 
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location, furnishings, and uses.  Her work also underscores the fundamental 
Renaissance association between a personal or private studio and its owner, 
describing how "the study was perceived by contemporaries as having an 
individual owner, and a secret identity of its own, which might persist long after 
that owner's death."20  The concept of a space reflecting and absorbing the 
individual presentation of its owner remains a crucial concept to this 
dissertation, which fundamentally agrees with such an association between 
space and owner and examines how a space for the display of a collection can 
communicate that identity in the political arena.  The relationship between the 
physical space of the studiolo and Francesco's identity as its creator remains 
especially significant for the fact that it appears as though the prince was also its 
sole user; thus, the decorations and images within were seen only by this single 
super-reader.21  Whatever authority the studiolo communicated depended not on 
the communicative efficacy or aesthetic appeal of the art within but upon the 
room's identification as belonging to Francesco.  The meanings of his extra-
studiolo pursuits, including alchemy and technological experimentation at the 
Casino di San Marco, were synthesized with the subjects of the studiolo's 
decorations only through their common association with Francesco; without the 
                                                          
20 Dora Thorton, The Scholar in his Study: Ownership and Experience in Renaissance Italy (New 
Haven: Yale University Press, 1997),  1. 
21 As explored more fully in Chapter Two, evidence suggests that one or possibly two visitors to 
Florence may have been granted access to Francesco's studiolo.  For the vast majority of its 
existence, Francesco appears to have been the only user. 
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Grand Duke as the study's specific owner, the room's function as an educational 
space failed to function. 
 While Berti and Schaefer's work on the studiolo serve as foundational texts 
for establishing the scholarly consensus regarding the space, the early Uffizi 
remains far less frequently addressed in art historical literature.  While a number 
of scholars note in passing that objects from the studiolo were transferred to the 
Uffizi, more general histories of the Uffizi do not offer a great deal of information 
about the gallery’s earliest decades.   For example, Paula Findlen, in her 
contribution to Carole Paul’s anthology The First Modern Museums of Art (2012), 
offers a detailed history of the gallery, but focuses on the turn of the 18th century.  
Findlen argues that the museum at this time transformed from a cabinet of 
curiosities into a fully articulated art museum, one that “retain[ed] an air of 
mystery about its origins.”22  This dissertation set out to explore those mysterious 
origins in an effort to trace more precisely the transition from personal to more 
political display.  Time spent conducting research in the Archivio di Stato di 
Firenze revealed one explanation for scholars' frequent focus on the 18th century 
in regards to Uffizi history, as this period marked the end of Medici rule in 
Florence in 1737 and the subsequent takeover by the Lorraine.  Record-keeping 
for the Galleria degli Uffizi was reorganized under the Lorraine; after Grand 
                                                          
22 Paula Findlen, “Uffizi Gallery, Florence: The Rebirth of a Museum in the Eighteenth Century,” 
in The First Modern Museums of Art. ed. Carole Paul (Los Angeles: The J. Paul Getty Museum, 
2012),  77. 
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Duke Pietro Leopoldo II standardized admission to the Uffizi, he also made the 
records of the gallery public, resulting in a better organized and more 
transparent record-keeping system.  Today, Uffizi records from 1737 to the 20th 
century form the Archivio delle Gallerie Fiorentino, and with digitized access, 
are far more user-friendly for scholars conducting research than the much larger 
corpus of documents from the Medici granducal period, in which references to 
the early gallery's construction and administration remain scattered across 
multiple fondi containing tens of thousands of documents each.  Establishing a 
precise history of the first decades of the Galleria degli Uffizi therefore requires a 
scholar willing to devote an enormous amount of time and energy to hunting 
through the existing archival record, and as readers will note, this dissertation 
does not claim to present such a history, instead offering a new proposed "start 
date" for the gallery based on existing archival evidence. 
 While not purporting to offer a complete history of the Uffizi's earliest 
years, this project does reconsider the museum as having both a political 
function in Francesco's rule and a place within the history of early museums.  
While the scholarship on museums and museum studies in general is vast, 
Paula's Findlen's book exploring the relationship between wunderkammern and 
the emergence of the natural history museum forms an important contribution to 
understanding the transition from private cabinet of curiosities to quasi-public 
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museum or a princely gallery serving a political function.23  Findlen's text in a 
sense served as an inspiration for this project, as this dissertation explores the 
same relationship, with art museums rather than collections focusing on nature.  
Her consideration of the sociability that developed between early modern 
naturalists and collectors, both within spaces of collecting and without, through 
epistolary networks, describes the emerging scientific community in which 
Francesco directly participated.  For example, one of the main protagonists of 
Findlen's book is the Bolognese naturalist Ulise Aldrovandi, who frequently 
corresponded with Francesco regarding collectible specimens and even visited 
the grand duke in Florence, where he was taken to see the prince's laboratories.24   
Findlen's essay for Bettina Carbonell’s Museum Studies (2004), which utilizes 
Francesco’s studiolo and the transition to the Uffizi as a case study to illustrate the 
                                                          
23 Paula Findlen, Possessing Nature: Museums, Collecting, and Scientific Culture in Early Modern Italy 
(Berkeley: University of California Press, 1994.)  For more on the relationship between natural 
history collections and their display in dedicated studioli or kunstkammern, see the exhibition 
catalog De wereld binnen handbereik: Nederlandse kunst- en rariteitenverzamelingen 1585-1735 
(Zwolle: Waanders, 1992) [for the Netherlands]; Antoine Schnapper, Le Géant, la Licorne et la 
Tulpie: Collections et Collectionneurs dans la France du XVIIe Siècle (Paris: Flammarion, 1988)  [for 
France]; and Adalgisa Lugli, Naturalia et Mirabilia: Il Collezionismo Enciclopedico nelle 
Wunderkammern d'Europa (Milano: Mazzotta, 2005) [for Italy.]  Horst Bredekamp's book The Lure 
of Antiquity and the Cult of the Machine: The Kunstkammer and the Evolution of Nature, Art and 
Technology. trans. Allison Brown (Princeton, New Jersey: Markus Wiener Publishers, 1995) 
examines the role of kunstkammern in the process of historicization of nature via collections from 
the 16th to the 18th centuries. 
24 For example, a letter dated March 13, 1581, in which Aldrovandi writes that he has sent 
Francesco six drawings of natural specimens, both plants and animals.  Archivio di Stato, 
Mediceo del Principato, Carteggio Universale, filza 745, 243.  Francesco and Aldrovandi also 
corresponded over the acquisition of physical objects (see Findlen, Possessing Nature, 19) and the 
use of one of Francesco's court artists, Jacopo Ligozzi, who specialized in detailed paintings of 
natural specimens.  Ligozzi's paintings of natural specimens for Francesco was recently 
highlighted in the 2014 exhibition "Jacopo Ligozzi: Pittore Universalissimo" at the Galleria 
Palatina and Galleria degli Uffizi.    
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flexible and complex nature of the early modern idea of musaeum,25 was also 
useful to this project in bringing some clarity to the complex network of 
linguistic, architectural, and social meanings surrounding the private 
Renaissance studio and the emerging concept of the galleria.  However, while 
Findlen explores how the notion of “museum” existed as part of the intertwined 
meanings associated with collecting, this project explores the Uffizi as a 
transitional moment when the idea of a gallery for the display of works of art 
begins to move towards that of a more independent entity, with its own set of 
connotations such as patrimony and soft power in the political arena. 
 If the early decades of the Uffizi remain yet to be the subject of devoted 
study, the development of a dedicated space within the ducal palace for the 
display of the Gonzaga collection in Mantua at the beginning of the 17th century 
has been much better documented.  In particular, Raffaella Morselli's essay for 
the exhibition catalogue accompanying the 2002 exhibition Gonzaga: La Celeste 
Galeria provides a detailed history and description of Vincenzo I Gonzaga's 
creation of his own princely gallery, the Galleria della Mostra in the Palazzo 
Ducale.26  Understanding the visual arrangement of Vincenzo's gallery supports 
this dissertation in two ways.  First, it provides comparison with another early 
                                                          
25 Paula Findlen, "The Museum: Its Classical Etymology and Renaissance Genealogy," in Museum 
Studies: An Anthology of Contexts. ed. Bettina Carbonell (Malden, MA: Blackwell Publishers, 2004.) 
26 Raffaella Morselli, "L'ordine segreto degli oggetti," in Gonzaga: La Celeste Galeria: Le Raccolte. ed. 
Raffaella Morselli (Milano: Skira, 2002.) 
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modern princely gallery located in an official government building, allowing for 
better contextual understanding of how Francesco's creation of the Galleria degli 
Uffizi fit within and even established contemporary princely collecting practices 
in Italy.  It also offers some ideas of how the early Uffizi may have been 
arranged.  While the 21st century Uffizi still reflects the original layout of the 
galleries along the eastern corridor that formed the early museum, no evidence 
exists to establish how works of art were arranged within those spaces.  
Vincenzo's Galleria della Mostra, although in different dynastic context, offers us 
a taste of how a gallery built within twenty years of Francesco's Uffizi actually 
appeared to a contemporary viewer.   The potential visual correlation between 
the two galleries is especially intriguing given that Vincenzo was one of the first 
documented visitors to the Uffizi, visiting the gallery with Francesco in April 
1584 as part of his visit to Florence to wed Francesco's daughter, Eleonora.  The 
personal link between Vincenzo and the Uffizi, as well as Eleonora de' Medici's 
contributions to collecting and patronage practices at the Gonzaga court, make a 
solid grasp of the Mantuan context a requirement for fully understanding the 
precedents established by Francesco.  
 Although this dissertation examines correspondences between the Uffizi 
and other contemporary display spaces in Mantua, Sabbionetta, and Turin, it 
does not purport to conduct a pan-Italian survey of early modern Italian galleries 
(although such a study would undoubtedly be a useful contribution to the 
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history of museums.)27  As a study investigating the changing nature of the long-
standing relationship between Medicean arts patronage and political influence 
during Francesco I's rule, this dissertation naturally focuses primarily on 
Florence.  This narrow focus does not, however, deny the impact of other 
important traditional centers for the display of art, including Venice and Ferrara, 
but above all Rome, where the collecting practices of popes, cardinals, and others 
associated with the Curia, such as Athanasius Kircher,28 established precedents 
felt across Italy, as briefly mentioned in Chapter Three in regards to the 
Belvedere.29  The Medici's own collecting reflects these continued connections to 
the Eternal City, not only through the patronage of the Medici popes Leo X and 
Clement VII in the early Cinquecento but even among Francesco's nuclear 
family.  Francesco was not the only son of Cosimo I to create a personal studiolo; 
his brother, Cardinal Ferdinando de' Medici (later his successor as Grand Duke 
                                                          
27 The closest equivalent thus far produced is Cristina de Benedictis' Per la Storia del collezionismo 
italiano (Firenze: Ponte alle Grazie, 1991), which covers collecting in the medieval period up to the 
period addressed in this study. 
28 For recent work on Kircher, see Robert Buonanno, The Stars of Galileo Galilei and the Universal 
Knowledge of Athansius Kircher (Cham: Springer, 2014) and Paula Findlen, Possessing Nature. 
29 My thanks to Stephanie Leone for her suggestions on Roman collecting in this period and its 
relevance to the further development of this study.  The definitive edited volume on early 
modern Roman collecting is The Display of Art in the Roman Palace, 1550-1570.  ed. Gail 
Feigenbaum (Los Angeles: The Getty Research Institute, 2014.)   For more connections between 
Rome and the Medici, in particular Pope Paul III's youthful exposure to the court of Lorenzo il 
Magnifico, see Francesco Buranelli, Palazzo Farnese: Dalle collezioni rinascimentali ad Ambasicata di 
Francia (Firenze: Giunti, 2010.)  For more on scientific observation and collecting at the Vatican in 
this period, see Nicola Courtright, The Papacy and the Art of Reform in Sixteenth-Century Rome: 
Gregory XIII's Tower of the Winds in the Vatican (Cambridge: Cambridge University Press, 2003.)   
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Ferdinando I) also commissioned a studiolo, his in the Villa Medici near Rome's 
Piazza Navona, which featured an arboreal theme.  Further research may also 
uncover greater connections between Pope Gregory XIII's commissions at the 
Vatican in light of his communication with Francesco regarding the program of 
his Palazzo Vecchio studiolo, as mentioned in Chapter Two. 
 The chapters of this dissertation consider Francesco's sites of collecting 
and display in a roughly chronological order, with the exception of the first 
chapter.  Chapter One introduces Francesco's life and reign through the lens of 
his portraits, many of which appear to coincide with important events in his life.  
This biographical introduction is necessary because Francesco remains a far less 
frequently studied Medici than his forebears such as Lorenzo il Magnifico or even 
his father Cosimo I.  Francesco's biography clarifies the political context into 
which his sites of collecting and display appeared as quasi-covert statements of 
his right to rule, demonstrating that his approach to the assertion of political 
authority both built upon Medici precedents and broke significantly in tone with 
those of his immediate predecessor.  This chapter also examines Francesco's 
historical reputation as an absentee and even sinister grand duke, lurking in his 
laboratories instead of governing the Tuscan state.  This reputation, which 
developed during Francesco's own lifetime, has colored much subsequent 
historical treatment of the grand duke and persists to a degree in contemporary 
scholarship.  This dissertation's central argument that Francesco used cultural 
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forms to assert soft power is introduced in the first chapter through a selective 
study of Francesco's portraiture, identifying the main guises in which he 
appeared, situating his portraiture within the context of contemporary ducal 
portraiture, and identifying elements of Francesco's "strategy of ambivalence" 
within his crafted image. 
  Chapters Two and Three turn to the main focus of this dissertation, 
Francesco's sites of collecting.  Chapter Two begins the analysis with his personal 
studiolo. Serving as both a personal retreat and as a statement of Francesco's 
Medici right to rule, the studiolo demonstrates the way in which his sites for the 
display of collections served dual functions, a fundamental structure of their 
nature as multivalent spaces.  This chapter first examines the personal function 
of the study for Francesco as a private educational retreat intellectually linked to 
the Casino di San Marco, the Medici complex housing laboratories, artisans' 
studios, and other technological industries.  Serving as the contemplative 
counterbalance to the activity of the casino, the studiolo decorations, with the 
cosmological and elemental order depicted through nature's ability to produce, 
provided a visual aid that assisted Francesco in synthesizing what he had 
learned through hands-on experimentation in the laboratory.  Although utilized 
by the prince alone, the studiolo communicated Francesco's right to rule through 
his Medici heritage, which this chapter demonstrates by placing Francesco's 
studiolo within a long tradition of Medici spaces for the display of collections, 
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highlighting not only their taste, erudition, and influence in acquiring such 
beautiful and even exotic objects, but equally their financial ability to do so. 
 Chapter Three turns from Francesco's Palazzo Vecchio studiolo to the 
nearby Galleria degli Uffizi.  Beginning with this dissertation's foundational  
question, this chapter examines why the grand duke sought a larger and more 
overtly political site for the display of the family collection just a few years after 
the studiolo decorations were completed.  Examining both the archival record for 
its early history and the physical galleries themselves, the original rooms of 
which remain today almost exactly as they appeared when first decorated, this 
chapter analyzes the dual functions of the Uffizi, which were similar to those of 
the studiolo but now writ large and with a far more active political meaning.  
Francesco's strategy of ambivalence is most apparent in the Uffizi's 
communication of political authority through cultural forms that presented the 
grand duke's right to rule in a seemingly objective and apolitical manner, which 
made the gallery all the more insidious as a political space. 
 Finally, Chapter Four traces the impacts of the precedents established by 
Francesco at the Uffizi through two case studies.  The first investigates how 
Francesco's brother and successor, Ferdinando I, appropriated his older brother's 
use of collecting to convey political authority.  Similarly employing cultural 
forms but far more directly declaring authority through the use of spectacle, 
Ferdinando commissioned the Cappella dei Principi, a massive and ornately 
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decorated funerary chapel at the traditional Medici parish church of San 
Lorenzo.  The chapel, designed as the final resting place for the bodies of the 
grand dukes, served as a family reliquary through its location at San Lorenzo, 
adjacent to the bodies and spectacular patronage of earlier Medici illustri.  Rather 
than exotic items or works of art, the collection displayed at the Cappella dei 
Principi was that of the Medici bodies, displayed in a dazzling space that 
invoked authority and stability through both form and materiality.   
 The second case study returns to the concept of political authority 
communicated through the experience of visiting a princely gallery, investigating 
Francesco's precedents in action in another Italian ducal context, Gonzangan 
Mantua.  This chapter investigates the physical and curatorial similarities 
between Francesco's Uffizi and Vincenzo's Galleria della Mostra, suggesting not 
only that Vincenzo may have drawn inspiration from the model of princely 
collecting and display that he saw while in Florence but also that his wife 
Eleonora contributed to the similar practices at the two courts.  The chapter 
concludes by drawing connections between the two case studies themselves, 
again through the person of Eleonora de' Medici, whose close relationship with 
her uncle Ferdinando, patron of the Cappella dei Principi, impacted Gonzagan 
sites of collecting and display. 
 Drawing on diplomatic reports, court bookkeeping records, and epistolary 
evidence along with visual analysis, this dissertation contributes not only to 
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scholarship on the Medici and late Renaissance Florence but additionally 
analyzes early modern strategies for the cultural expression of power in the 
visual arts, architecture, and in changing societal expectations of who was 
allowed access to such culture.  This dissertation examines the early modern 
manifestations of both political absolutism and the expression of power politics 
through seemingly apolitical forms, phenomena that incorporate and relate to 
human culture in a variety of areas, including literature, the arts, political 
science, and sociology.  Although this project focuses primarily on the visual arts 
and architecture, I hope that the possibilities that I present will stimulate further 
exploration into alternative early modern cultural expressions of power in other 
disciplines such as history, musicology, and literature.  Far from presenting a 
general theory of the cultural expression of power, I hope that my project, 
essentially a case study in how one sixteenth-century ruler harnessed his 
statements of authority to culture, will spark scholars studying varying aspects 
of early modern history to consider how power may have been expressed 
through indirect or seemingly apolitical means, modes of communication 
potentially more difficult to observe in action but also possibly far more effective 
than the direct proclamation of power that has traditionally been the focus of 
scholarship. 
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CHAPTER ONE 
A PORTRAIT OF FRANCESCO I: REPUTATION AND REPRESENTATION 
 
 A patrician scholar preparing to read in a darkened room (Figure 1.1.)  A 
decorated grand duke proudly displaying his elevated status (Figure 1.2.)  A 
forceful military commander gazing across the field of battle (Figure 1.3.)  These 
three portraits, each presenting to the viewer a singular person, represent the 
three main roles adopted by Francesco I de' Medici in his commissioned 
portraiture.  The identities of scholar, ruler, and general dominate Francesco's 
portraiture; the constant shifting between these guises throughout the grand 
duke's life and reign provide visual evidence of his nuanced approach to the 
assertion of power.   
 In their multiplicity of guises, Francesco's body of portraits conform to the 
norm, or lack thereof, established by his ducal contemporaries on the Italian 
peninsula, wherein many rulers adopted multiple roles within the portraits 
produced throughout their lifetimes.  This representational balancing act, often 
between portraits emphasizing a ruler's dynastic or political position and those 
with a decidedly military flavor, appears among Francesco's close Medici 
relatives, including the portraits of his predecessor Cosimo I and successor 
Ferdinando I; it is equally the standard for official portraits of other leading 
Italian ducal families of the Cinquecento and early Seicento, including the 
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Gonzaga in Mantua and the Farnese of Parma and Piacenza.  Francesco's 
participation in contemporary portrait trends indicates that, contrary to how he 
has often appeared in the literature, he not only was aware of but contributed to 
contemporary practices among his princely peers.  This participation in 
contemporary preferences suggests that, although not yet fully explored in 
scholarship on this period, Francesco's alternative strategy of asserting authority 
through cultural forms was attractive to other rulers in late Renaissance Italy, as 
explored more fully in Chapter Four.  The demonstration of authority across the 
Italian context through state portraits employing multiple identities (including 
military, dynastic, and scholarly modes of representation), including by rulers as 
fundamentally associated with hard power politics as Cosimo I, suggests that a 
reduction of the Italian political scene in this period to entirely Machiavellian 
methods remains an incomplete picture.   
 This chapter considers Francesco's portraits alongside his life, reign and 
historical reputation, which have all been fashioned by his painted and sculpted 
images.  It begins with a general biography of Francesco, providing necessary 
context for a historical figure who remains less well-known than other Medici 
rulers.   This chapter then examines his historical reputation, outlining 
Francesco's marginal status in Medici history and considering why his 
achievements have been by and large overlooked.  The chapter then turns to 
Francesco's official portraits, which set the stage for the dissertation's sustained 
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analysis of his sites of collecting by introducing the grand duke's generally 
restrained approach to the display of authority.  Although running the gamut of 
established ruler portrait types from the Renaissance, including examples in 
military and dynastic modes, Francesco's portraits most frequently depict the 
prince as a scholar, often without any indication of his Medici heritage.  While 
this portrait formula was utilized by other contemporary Italian dukes, 
Francesco's continued employment of this portrait type underscores his self-
fashioning as a scholar-prince in a time when knowledge, and the access to it, 
was the grand duke's most powerful currency.   
 
Francesco's Life and Rule 
 The eldest son of Cosimo I, the founder of the Florentine grand duchy, 
and Eleonora di Toledo,30 Francesco was born March 25, 1541.  His birthday 
coincided with the first day of the Florentine new year, a fortuitous coincidence 
that Cosimo immediately played up as a sign of his son's astrological destiny to 
rule.   The prince grew up in what would become the largest ducal family in 
Italy,31 and in fact his mother Eleonora came to be known as La Fecundissima in 
                                                          
30 Eleonora was born and raised in Salamanca, the daughter of Don Pedro Álvarez di Toledo, 
Marquis of Villafranca, Charles V's effective viceroy of the Kingdom of Naples.  Her marriage to 
Cosimo in 1539 therefore brought not only a large dowry but connections to the imperial and 
Spanish Hapsburg courts. 
31 Caroline Murphy, Isabella de' Medici: The Glorious Life and Tragic End of a Renaissance Princess. 
(London: Faber, 2008),  21. 
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honor of her fertility; of her eleven births, only one child died in infancy.  
Francesco's earliest childhood days spent at the Medici villa of Castello 
introduced him to the wonders of the exotic, as the villa garden featured many of 
Cosimo's foreign plant species.   After the 1543 death of Cosimo's formidable 
mother Maria Salviati, who had been her grandchildrens' main caregiver, 
Francesco and his siblings split their time between Castello and Florence, living 
at the Palazzo Vecchio and, after its purchase by Eleonora in 1549, the Palazzo 
Pitti.32  Francesco  appears to have been a cheerful and playful child.33 
Pierfrancesco Riccio, Cosimo's secretary and Francesco's earliest tutor, recorded 
an incident in which the 3-year-old prince imitated the priest of Santa Trinità 
during the celebration of the Mass by sprinkling holy water onto his sisters, 
causing Riccio to "die laughing."34   
 As the eldest son, Francesco was groomed from birth as the crown prince.  
Cosimo's relatively informal and close relationship with his children, evidenced 
by his willingness to have them join him at table, meant that from an early age, 
Cosimo instructed his oldest son in his future ducal duties.  More formally, 
Francesco and his siblings were taught by professional tutors and benefitted 
from a mobile classroom that was set up wherever the children were in 
                                                          
32 Murphy, 24. 
33 Luciano Berti, Il principe dello studiolo, Ch. 1. 
34 Murphy, 36, citing ASF, MdP, filza 358, 412. 
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residence.35  The young prince even accompanied Cosimo on a diplomatic 
mission to Genoa to meet with the Holy Roman Emperor Charles V (who 
happened to be his godfather) at the tender age of seven.36   
In 1549, court portraitist Agnolo Bronzino depicted Francesco for the first 
time in a double portrait with Eleonora (Figure 1.4), capturing mother and son in 
an image that emphasized their status and dynastic relationship through their 
close physical proximity and the sumptuousness of both mother and son's attire.  
As in nearly all of Bronzino's images of the Medici court, this portrait suppressed 
any suggestion of the individual personalities of the sitters, with Eleonora 
depicted as a beautiful, porcelain-faced mannequin and Francesco a serious-
looking child, while communicating the wealth and stability of the family 
through the solid forms of the figures and their sumptuous attire.  Andrea Gáldy 
notes that the crisp finish of Bronzino's portraits, with their clarity and detail, 
suggests to the viewer that they are seeing a true likeness of the depicted 
individual.37  Francesco is depicted as if fully aware of his position as the heir 
apparent, gesturing towards himself in a characteristically attenuated Bronzino 
treatment of the hands.  Bronzino's careful description of the embroidered details 
                                                          
35 His original tutor Riccio was eventually replaced by specialists in Latin and Greek, and 
Francesco learned Spanish from his mother.   Murphy, 40.   
36 Berti, ll principe dello studiolo,  262. 
37 Andrea Gáldy, "Identity and Likeness: Bronzino's Medici Portraits," from Agnolo Bronzino: 
Medici Court Artist in Context. ed. Andrea Gáldy (Newcastle-upon-Tyne, Cambridge Scholars 
Publishing, 2013), 31.  I would like to thank the author for assisting me in obtaining this 
publication. 
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of his jacket work to convince the viewer that the image of the child heir 
represents the true Francesco.  Two years later, another Bronzino portrait 
depicted Francesco as a self-possessed child of ten gazing with great solemnity 
out of the image (Figure 1.5.)  Dressed in another richly embellished jacket 
adorned with gold thread, Francesco holds a piece of paper as if reading.  With 
visible crease marks, the paper appears to be an unfolded letter,38 and while the 
reader cannot tell who has sent it to Francesco, it implies his participation in the 
affairs of the world while still at a young age.  Art historian Simone Giordani 
interprets the unsealed letter as a signifier of Francesco's intellectual precocity, as 
the "abilities of the young prince were hailed as the guarantee of the state's 
future."39  No doubt Bronzino would be pleased to hear Giordani's description, as 
it reflects the portrait's ability to convince the viewer that it depicts the prince 
faithfully.  Bronzino, almost certainly working from Cosimo's suggestion, 
fashions Francesco to appear well-prepared to step into his father's ruling 
                                                          
38 Letters at the Medici court were folded and sealed with wax, with the address of the recipient 
written on the exterior of the packet. 
39 Simone Giordani, catalogue entry in  Bronzino: Artist and Poet at the Court of the Medici. eds. 
Carlo Falciani and Antonio Natali (Firenze: Mandragora, 2010), 138.  For more on Bronzino and 
the Medici, see Carl Brandon Strehkle and Elizabeth Cropper, exhibition catalogue for Pontormo, 
Bronzino, and the Medici: The Transformation of the Renaissance Portrait in Florence (Philadelphia 
Museum of Art, 2005); and Janet Cox-Rearick, Bronzino's Chapel of Eleonora in the Palazzo Vecchio 
(Berkeley: University of California Press, 1993.) 
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shoes.40 
Bronzino's treatment of the young prince as a miniature adult accords 
with representations of early modern Italian princes.  The Farnese family in 
particular, recently elevated to the ducal title after Pope Paul III created his 
grandsons Dukes of Parma, Piacenza, and Castro, eagerly adopted this tradition, 
resulting in Titian's well-known and magnificent portrait of the later-archbishop 
Ranuccio Farnese (Figure 1.6), almost overwhelmed by the adult cloak 
emblazoned with the Maltese Cross draped across his shoulders, a moving image 
of a child saddled with adult responsibilities.  Such symbolism was also adopted 
by Anthonis Mor in his portrait of Ranuccio's nephew Alessandro Farnese, who 
would become the second Duke of Parma.  Depicted at the age of thirteen (Figure 
1.7), Alessandro appears in a full-length presentation with all the accoutrements 
of his positions as a prince of the Hapsburg line, even though he would not 
                                                          
40 Although, at 10 years old, Francesco can hardly be said to be self-fashioning in this particular 
image, his portraiture as a whole reflects an understanding that portraits can present sitters in 
various identities, as this chapter explores.  The foundational texts for the consideration of self-
fashioning remain Stephen Greenblatt's Renaissance Self-Fashioning: From More to Shakespeare 
(Chicago: University of Chicago Press, 1980), and Joseph Leo Koerner's The Moment of Self-
Portraiture in German Renaissance Art (Chicago: University of Chicago Press, 1983.)  For more 
recent work on self-fashioning and identity in Renaissance portraits, see Jill Burke, Changing 
Patrons: Social Identity and the Visual Arts in Renaissance Florence (University Park, PA: 
Pennsylvania State University Press, 20040; Mary Rogers, ed., Fashioning Identities in Renaissance 
Art (Aldershot, UK: Ashgate, 2000); and Joanna Woods-Marsden, Renaissance Self-Portraiture: The 
Visual Construction of Identity and the Social Status of the Artist (New Haven: Yale University Press, 
1998.) 
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inherit the title for another three decades.41  As with Francesco, Alessandro 
Farnese's portraits suggest that for the Renaissance prince, one's preparation to 
rule simply could not begin early enough. 
Francesco's earliest portraits demonstrate the fact that, from his childhood, 
he was actively groomed as the heir and future prince.  Perhaps by nature but 
certainly cultivated by his family members and tutors as they prepared him for 
his future responsibilities, Francesco exhibited signs of a more reserved 
personality.  Lorenzo Pagni wrote to his fellow secretary Riccio in 1547, when 
Francesco was six, that "he is always pensive, with a strong propensity towards 
melancholy, the complete reverse of Don Giovanni, who is always very happy."42  
Bronzino's portraits of the young Medici princes visually reinforce this 
dichotomy between Francesco and his closest brother.  Francesco's portrait with 
his mother depicts the eight-year-old prince with a grave, almost confrontational 
expression as he gestures to himself as if to remind the viewer of his status as 
heir.  By contrast, Bronzino's portrait of Giovanni shows a butterball of a prince 
(Figure 1.8), cheerfully smiling and playing with a small bird.  Giovanni's 
informal, childlike exuberance is acceptable for a second son, destined for a life 
in the church, while Francesco's serious mien suggests the more rigorous and 
                                                          
41 For more on this portrait and on Mor's portraiture for the Hapsburg courts, see Joanna 
Woodall, Anthonis Mor: Art and Authority (Zwolle: Brill, 2000), 395.  For more on Farnese 
portraiture, see John Goldmsith Phillips and Olga Raggio, "Ottavio Farnese," The Metropolitan 
Museum of Art Bulletin, vol. 12, no. 8 (April 1954),  233-240. 
42 Murphy, 49. 
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formal expectations placed upon the crown prince.   Bronzino's portraits of the 
heir present him as learned and prepared to take up the mantle of governance, 
communicating to viewers the stability of Medici power irrespective of the actual 
scholarly achievements of the child-prince himself. 
In his teenage years, Francesco's appreciation for solitude was enhanced 
by a new love, one that endured for the rest of his life: alchemy.  His father was 
also a devoted alchemist and had installed an alchemical foundry in the Palazzo 
Vecchio, about which Giorgio Vasari would later complain as the smoke 
produced by the experiments blackened the walls of the palace.43  Cosimo 
introduced his son to the chemical mysteries of the alchemical science, and 
Francesco appears to have immediately found his calling.  He would devote 
many hours to experimenting in Cosimo's laboratory, so much so that Giovanni 
would caution him "not [to] dwell too deeply in the pleasures of the Foundry."44  
A few years later, Giovanni, then a cardinal, wrote from Rome to his brother, 
"Let's hope that on my return we will see some new and beautiful invention,"45 
suggesting that Francesco's passion for work in the lab remained strong and well 
                                                          
43 Berti, Il principe dello studiolo, 51-52.  No doubt Vasari was especially attuned to possible 
damage of the palace as he was in the midst of his multi-decade renovation of the building.  He 
later got his wish when the laboratory activities were relocated to the Boboli Gardens and the 
Casino di San Marco. By 1576, Francesco had reunited all the Fonderia labs together at the 
Casino, and later moved the Fonderia to the Uffizi.  After the relocation outside of the Palazzo 
Vecchio, activities at the Fonderia took on pharmacological and chemical aspects alongside the 
original alchemical function. 
44 Murphy, 49 and Berti, Il principe dello studiolo, 51. 
45 Murphy, 94. 
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known. 
 While Giovanni's caution to Francesco suggests that he was aware of his 
older brother's penchant for immersing himself in his personal pastimes, 
Francesco's competence to rule never appears to have been questioned.  His role 
as the next in line to continue the Medici domination of Florence is apparent in 
his inclusion in the series of roughly two dozen individual portraits created by 
Bronzino and his workshop for Cosimo's Scrittoio di Calliope in the Palazzo 
Vecchio (Figures 1.9 and 1.10.)46  Created 1555-56, this series of Medici uomini 
famosi, beginning with dynasty founder Giovanni di Bicci, forced Bronzino and 
his assistants to rely on older portraits, medals, and even their own imaginations 
to create images of Medici illustri from the past centuries.  Culminating with the 
children of Cosimo, Francesco, like his siblings, is depicted at his age at the time.  
We see Francesco at around 14 or 15, on the cusp of adulthood, a wisp of a 
moustache appearing upon his lip and his recognizable dark, oval eyes enlarged 
to dominate his face.  While all the children wear luxurious clothing befitting 
their status, Francesco's attire is especially rich, with both his jacket and shirt 
collar embroidered with gold thread and what appears to be either lace or tiny 
pearls.  As with so many of Bronzino's court portraits, Francesco appears 
                                                          
46 For more on the Scrittoio di Calliope in the Palazzo Vecchio, see Chapter Two.  The portrait 
series as it appears today is not complete, with at least one image missing (that of Catherine de' 
Medici) and possibly more lost.  The arrangement of the individual portraits as seen in Figure 
1.10  is not definitive.  For more on the original display of the portraits, see Simone Giordani's 
entries in Bronzino: Artist and Poet at the Court of the Medici, 144. 
42 
 
 
 
impassive and gives no trace of emotional activity behind his large eyes.  Even 
before assuming any governmental power, Francesco's portraits present the 
prince as a wealthy, educated young gentleman and heir, offering no indication 
of his personality or interior.  This model of official portraiture, shaped by 
Bronzino's powerful courtly aloofness and polish, set the tone for Francesco's 
mature portraits.   
 In 1560, a few years after this portrait was made, Francesco's role as next 
in line to rule, so strongly asserted in the Scrittoio di Calliope portrait series, was 
put to the test.  Francesco was briefly left in charge of Florence while the majority 
of the family, including Cosimo, Eleonora, and three of his siblings, traveled to 
Rome.47  Perhaps Cosimo intended this interlude as a trial run of the then 19-
year-old Francesco's abilities to successfully oversee the Tuscan state.  Although 
young, Francesco was considered an adult by Renaissance standards, and he 
passed this test of sorts with flying colors, as Cosimo and the rest of the family 
remained in Rome for well over two months, even delaying their return to 
Florence.   
Although his brief stint in charge in his father's absence appears to have 
gone well, written evidence suggests that Cosimo was not completely content 
with his eldest son's behavior.  A letter of 1561 from father to son records 
Cosimo's desire that Francesco shake off his entourage and stand more firmly as 
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his own man.  Cosimo criticizes Francesco's tendency to be "managed and turned 
by... servants, making yourself ridiculous in front of other men."48  Although 
these detriments might not be surprising for a young man, Cosimo clearly holds 
Francesco to a higher standard as the crown prince, advising him to "leave 
behind the adulators, [and] know the limitations of people, things, and money, 
but never your own honor."49  Cosimo's critique of his son demonstrates that 
Francesco's youth was coming to a close; as an adult, such foibles would not suit 
the ruler of Florence. 
 Francesco's portraiture around this time, as he stood at the edge of 
governmental responsibility, began to demonstrate his embrace of multivalence 
in his assertion of political authority.  Alessandro Allori's portrait of circa 1560 
(Figure1.1) introduces one of the three roles that Francesco adopts in his 
portraiture, that of the scholar, depicting the prince as a wealthy, high status 
gentleman but stopping short of overtly declaring his political authority.  
Although Francesco wears a sword in the 1560 portrait, we can barely see it, 
given only a view of the hilt as the blade and scabbard are cut off by the bottom 
of the canvas.  This concrete sign of Francesco's position in Florentine society is 
included but downplayed, in great contrast to Cosimo's bristling assertion of 
military power as demonstrated in Bronzino's famous Cosimo I in Armor, in 
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which Cosimo's military attire encases his entire body in a resistant, spiky 
costume (Figure 1.11.)  Seated at a desk, examining a miniature of his sister and 
resting his hand upon a volume that he presumably will turn his attention to 
next, Francesco appears not so much as heir but as a contemplative scholar, albeit 
one of notably high status.   The darkened, unadorned setting suggests the 
privacy of a scrittoio to which a scholar retires, as seen in Giovanbattista 
Moronoi's portrait of Giovanni Bressani in his study (Figure 1.12.)  While 
Francesco is dressed far more fancily than Bressani in his black gown and cap, 
and while Bressani clearly has more work at hand than Francesco's single 
volume, the two works reflect the same mode of the scholar portrait.  The 
simplicity of the setting is also reflected in an engraved portrait of Bernandino 
Cirillo, published in his book Annals of the City of Aquilea (Figure 1.13.)  Although 
the historian does not raise his eyes from his book, the room in which he reads is 
similarly undecorated.  Like Bressani, Francesco gazes soberly out of the 
painting, communicating the prince's serious personality and his solemn 
devotion to the tasks at hand, both the reading of the text in his hand and his 
adoption of his princely duties.  In 1566 the Venetian agent Priuli described the 
prince: "He is of small stature, thin, dark of face, and of a melancholic mien."50  
These words reflect the vision of Francesco presented by Allori's paintings.   The 
                                                          
50 Karla Langedijk, The Portraits of the Medici; 15th-18th Centuries, Vol. 1. (Firenze: Studio per 
edizioni scelte, 1981), 122.  Original Italian: "È di statura piccolo, magro, negro di faccia e di cera 
malinconica."   
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state portraits fashioning Francesco as a contemplative scholar-prince appear to 
have been effective, as the words of commentators echo the official message 
presented by the images.  The many copies made of Allori's image, disseminated 
across Europe as the official image of the Medici heir, such as the somewhat 
crisper and more deeply tenebristic painting now in Chicago (Figure 1.14), 
contributed to Francesco's reputation within his own lifetime as a scholarly 
prince; it is difficult not to see his historical reputation as a prince who preferred 
to hide away in laboratories and the darkened studiolo prefigured in this image of 
Francesco studying at a desk in a darkened space.  By the age of 19 Francesco 
had reached adulthood, and within a few years he would both represent the 
Medici abroad and officially take over Florence's government as Cosimo's regent.  
This image of somber princely scholasticism, a central pursuit in the business of 
being a ruler, was thus the role in which he chose to announce himself across 
Europe.  
The final element in Francesco's governing education came in the form of 
an extended sojourn in Spain between spring 1562 and autumn 1563.  Officially 
representing the Medici at the court of Philip II, Francesco's time at the 
exceedingly formal Spanish Hapsburg court appears to have solidified his 
already reserved personality into one of great formality.  Although his restrained 
and somewhat isolated nature would later be interpreted by some as sinister, I 
believe it more appropriate way to think of Francesco as a guarded individual 
46 
 
 
 
who allowed very few people to get close to him.  His extraordinarily tight circle 
of confidants, which at times seems to have constituted only his mistress and 
second wife Bianca Cappello, differed greatly from Cosimo's large group of 
intimates with personal access to the grand duke.  The relative lack of access that 
Francesco afforded his advisors may have contributed to his negative reputation, 
with few members of his court willing to speak on his behalf, motivated neither 
by personal affection for the prince nor a belief that such actions would be 
rewarded at court.   
Francesco's inability to warm easily to others may have been calcified by 
the death of his beloved brother during his time abroad in Spain.  In the winter of 
1562, malaria, a constant Tuscan threat that would ultimately take Francesco's 
own life, struck down Giovanni in November and Garzia, the next eldest son, in 
December.  The loss proved too much for their mother, herself weakened by a 
lifelong undiagnosed calcium deficiency, and she died only five days after 
Garzia.  While life expectancy remained relatively low in early modern Italy,51 
these successive deaths proved difficult for some members of the ducal family.  
In a letter to his sister Isabella, Francesco reflects both his personal feelings of 
grief and his awareness of the necessity for the ruling family to remain strong in 
                                                          
51 Average life expectancy for Europeans around the year 1600 hovered between 35-40, 
depending on one's wealth.  For more on average and royal European life expectancy, see S. Ryan 
Johansson, "Medics, Monarchs, and Mortality, 1600-1800: Origins of the Knowledge-Driven 
Health Transition in Europe," Discussion Papers in Economic and Social History, no. 85 (October 
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the face of adversity.  He writes,  
I know most certainly that nobody feels the loss of the cardinal our 
brother more deeply than you, because I know the love between 
you was infinite.  At the same time, I do believe that after you have 
paid your debt to the things of the flesh, you should be able to give 
way to reason, which ought to persuade you that in adversity we 
can find recourse in Christ, and can congratulate ourselves that in 
this way we are different from beasts... You have the example of the 
duke [Cosimo] who goes about things in his usual way, and I hope 
soon to learn that you will have succeeded in conquering your 
grief.52 
 
Francesco's letter indicates that he did not allow for excessive demonstrations of 
grief, having embraced a more formal attitude as part of his princely duties.  As 
Peter and Carol Stearns note, in the early modern period, when child mortality 
rates remained high, the impact of grief at the loss of a child or sibling was 
presumably lower as a kind of coping mechanism.53  As a voice from the period, 
Baldassare Castiglione cautions that only "if the emotions are properly governed 
and controlled by reason, then they become virtuous," reflecting Francesco's call 
for his sister to come back to reason.54  At the very least, contemporary patrician 
standards expected that one would remain relatively stoic and controlled, even 
in the face of difficult personal emotions, which should remain interior and 
                                                          
52 Murphy, 104, citing Archivio di Stato Capitolino, Archivio Orsini, I, 158, 79. 
53 Peter and Carol Stearns, "Emotionology: Clarifying the History of Emotions and Emotional 
Standards," The American Historical Review, vol. 90, no. 4 (Oct. 1985), 818.  The authors also note 
that it was not until the 18th century that a widespread appreciation of the humanity of children 
and greater expression of affection towards them developed, coupled with and most likely 
consequential to declining birth and infant mortality rates.   
54 Baldassare Castiglione, The Book of the Courtier. trans., George Bull (London: Penguin, 1967), 
293. 
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removed from public view. 55  For the remainder of his life, Francesco appears to 
have played his emotions close to the vest, appearing for the most part aloof and 
reserved.  Whether learned from the Hapsburg court or through the example of 
Cosimo's steadfastness, he appears to have returned from Spain as an heir ready 
to embrace the role to which he was born. 
Francesco's time in Spain, serving as Florence's representative to the 
world's most powerful nation, brought him prestige and political experience.56  
Shortly upon his return to Florence, Cosimo demonstrated his confidence in his 
son when he voluntarily turned the government over to him on May 1, 1564.  In a 
series of missives sent to Mantua and other Italian courts notifying them of this 
change in governance, Cosimo wrote, "I am pleased to deposit into the hands of 
the Prince my son the care and government of my estates... the peace that exists 
today in Italy permits me to do this, and the knowledge that I have of my son's 
                                                          
55 For more on the theory and history of emotions in light of their relationship to culture, see 
William Reddy's The Navigation of Feeling: A Framework for the History of Emotions (Cambridge: 
Cambridge University Press, 2001.)  For more on expected standards regarding the expression of 
emotions in a given society, see Peter and Carol Stearns' article.  Norbert Elias' The Civilizing 
Process: The History of Manners. trans. Edmund Jephcott (New York: Urizen Books, 1978) examines 
changing emotional expressions in premodern Europe, including the increasingly affectionate 
tone adopted between family members, through a focus on politeness.  For a study on 19th 
century expressions of grief, see Paul Rosenblatt, Bitter, Bitter Tears: Nineteenth-Century Diarists 
and Twentieth-Century Theories of Grief (Minneapolis: University of Minnesota Press, 1983.)  
This interest on the part of historians in exploring emotion within its cultural and temporal 
context is reflected in other related fields, such as Lucien Febvre's call for "historical psychology" 
based on the "mental equipment of the time."  See Lucien Febvre, A New Kind of History. ed., Peter 
Burke. trans., F. Folca (New York: Harper & Row, 1973),  9. 
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inclination for intelligent negotiations, which satisfies me."57  Although he 
justifies his decision to relinquish governmental control by alluding to the 
relative calm on the peninsula, Cosimo also expresses his confidence in 
Francesco's abilities.  Scholars disagree on the degree to which Cosimo fully 
retreated from his office.  While some contend that Francesco served merely as a 
puppet for his father during this ten-year period,58 others argue that he did in 
fact fully relinquish his position, possibly in emulation of the Holy Roman 
Emperor Charles V's abdication.59  Correspondence from the period does record 
letters and instructions sent to Francesco by his father regarding policies such as 
the reorganization of the Sienese Monte dei Paschi bank and the resolution of a 
dispute between Florentine apothecaries.60  Scholars do agree that Cosimo's 
primary activity during the last decade of his life was pursuing an elevated title 
for the Medici family.  Cosimo's hopes were finally realized when he and his 
successors received the title of Grand Dukes of Tuscany from Pope Pius V in 
                                                          
57 Murphy, 142-143, citing Archivio di Stato di Mantova, Archivio Gonzaga, 1087, 48. 
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governmental powers (Il principe dello studiolo, 16) and as removed from the governmental 
picture, "abdicated" and preoccupied with his youthful mistress (Il principe dello studiolo, 50), 
reflecting the general lack of consensus concerning how much influence Cosimo retained after 
May 1564.  Murphy, like Berti, states that Cosimo retired to spend more time with his new wife, 
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right of censure and control over foreign affairs (Schaefer, 180.)  He does acknowledges that 
Francesco most likely had taken over full control of the government by 1571 due to Cosimo's 
failing health (Schaefer, 4.)  Documents from the last years of Cosimo's life always refer to him as 
the Grand Duke, a title which is only applied to Francesco upon his father's death.  Whether or 
not this titular designation reflects the full picture of political authority during the last decade of 
Cosimo's life is not clear. 
59 Schaefer, 175.   
60 Murphy, 255. 
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1569, making the Medici the highest ranking family and court in Italy, one step 
below royalty.    
Francesco's portraiture at this time forcefully proclaims his elevation to 
governmental control.  Domenico Poggini's marble bust of Francesco from 1564 
(Figure 1.15) introduces another of the major typologies of his portraiture, the 
military figure.61  Clad in a cuirass, with his shoulder plates decorated with his 
zodiac, the ram of Aries (which he shared with the city of Florence), Francesco 
adopts a very different character than he does in Allori's painting as he gazes 
into the middle distance, every inch a military figure.  Clearly, Francesco is 
playing a very different role in this work of art.  Created in the year of Cosimo's 
abdication and Francesco's assumption of control of the Florentine government, 
this assertion of authority was intended to dispel any doubts about the power of 
the Medici, regardless of who was at the helm of the ship of state.  Adopting not 
only military costume for the first time but now represented sculpturally, in the 
marble portrait bust form inspired by antiquity, Poggini's portrait of Francesco 
exudes authority through subject, medium, and format.  Francesco's 
representation in a sculpted bust at the time of his assumption of political 
authority no doubt reflects Cosimo's continued commission of his own image in 
                                                          
61 In her comprehensive treatment of Medici portraiture, Karla Langedijk observes that in his 
earliest sculpted portrait, by Domenico Poggini in 1564, Francesco's appearance closely resembles 
that in Allori's portrait, with the addition over the ensuing few years of a short beard.  Poggini, 
then serving as director of the Zecca, had produced few marble busts in his career, and Langedijk 
speculates that he perhaps used Allori's image as a model.  Langedijk, 122. 
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the same format; on at least three occasions, Cosimo commissioned life-size or 
even over life-size busts.  The most impressive and well-known of these pieces, 
Benvenuto Cellini's bronze bust (Figures 1.16-1.17), which represents Cosimo as a 
sharply astute figure dressed in an almost fantastically embellished ancient 
cuirass, served a distinctly political function when it was dispatched to the newly 
developed port city of Portoferraio62 on the island of Elba, one of the first (and 
only) extra-Tuscan territories held by Cosimo.63  The intensity and authority of 
Cellini's  bust of Cosimo undoubtedly served as the goal for Poggini's bust of 
Francesco; while lacking the visceral sense of the innate visionary that Cellini's 
bust communicates so forcefully, Poggini's bust of Francesco, through its 
adoption of the portrait bust format, the "canonical genre of the second half of 
the 16th century,"64 nonetheless establishes Francesco as Florence's new ruler 
through the authority associated since antiquity with the autonomous portrait 
bust. 
As part of Cosimo's campaign for titular elevation, in 1565 Francesco 
made an advantageous match in marrying Joanna of Austria, the 17-year-old 
sister of Maximilian II, the Holy Roman Emperor.  Upon her arrival in Florence, 
                                                          
62 Also known as Cosmopolis. 
63 For more on Cellini's busts of Cosimo and their place within the development of portrait busts 
in the Renaissance, see Raphael, Cellini, and a Renaissance Banker: The Patronage of Bindo Altoviti. 
eds. Alan Chong, Donatella Pegazzano, Dimitrios Zikos (Boston: Isabella Stewart Gardner 
Museum, 2003), in particular essays by Jodi Cranston, Alan Chong, and Dimitros Zikos. 
64 Dmitrios Zikos, "Benvenuto Cellini's Bindo Altoviti and Its Predecessors," in Raphael, Cellini, and 
a Renaissance Banker, 144. 
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the Venetian ambassador described her as  "of singular goodness and religious 
example, beautiful in soul but of scarce physical beauty, being small of stature, 
pallid, and with a not very pretty face, with a mind that is placid and quiet."65    
Mixed reviews aside, Joanna was undeniably royal, and she not only injected 
imperial blood into the Medici dynasty but equally allied Florence with the 
power of the Holy Roman Empire.  Her immense dowry of 100,000 ducats surely 
did not hurt either.  Joanna arrived in Florence on December 16th to great pomp 
and circumstance, with ephemera and triumphal arches designed and created by 
the leading Florentine artists of the day decorating her entry route, reflecting the 
Medici's celebration at having arranged such a spectacular match.66  The 
marriage took place two days later in the duomo, and the celebrations, including 
hunts, plays, parties, and concerts, continued for a full two months.  The 
festivities even included a celebratory joust in which Francesco himself 
                                                          
65 Murphy, 185.  Investigation of her remains confirm this description, as she stood only 5'1" and 
showed visible evidence of her Hapsburg lineage, the projecting mandible known as the 
"Hapsburg jaw."  Gino Fornaciari, Angelica Vitiello, et al., "The Medici Project: First 
Anthropological and Paleopathological Results," posted October 10, 2007.  Accessed July 16, 2015, 
http://www.paleopatologia.it/articoli/stampa.php?recordID=18.  Other contemporary sources 
were more direct, describing her as ugly and even "hunchbacked." The paleopathological 
investigations of the Medici Project have determined that she suffered from severe scoliosis and a 
partially dislocated hip, which most likely contributed to critical descriptions of her posture and 
most certainly caused her difficulty in giving birth, which ultimately killed her when her uterus 
ruptured during the birth of her eighth child, a stillborn son. 
66 Much has been written on the decorations for Joanna's triumphal entry, orchestrated by 
Vincenzo Borghini and Giorgio Vasari; for more on the ephemera, see Schaefer, 176 and Berti, Il 
principe dello studiolo, 48-49; for more on Giorgio Vasari's work on the Palazzo Vecchio for the 
occasion, including the Salone dei Cinquecento frescoes and for the Corridoio Vasariano, 
connecting the Palazzo Vecchio, Uffizi, and Palazzo Pitti, see Randolph Starn and Loren Patridge, 
Arts of Power: Three Halls of State in Italy, 1300-1600 (Berkeley: University of California Press, 
1992.) 
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participated,67 an indication that the prince was not wholly isolated and did 
appear in public. 
 Francesco's official portraits around the time of his marriage demonstrate 
in visual terms the ambition and political maneuvering that his wedding 
represented, materializing his new position.  Sometime between 1560 and 1570,68 
Allori produced a full-length portrait of Francesco clad in armor (Figure 1.18.)  
Unusual not just within the corpus of Francesco's portraits, it is the earliest 
painted image of him in armor and, more significantly, the first full-length, 
standing portrait of a Medici,69 reflecting Francesco's adoption of a new image 
type licensed by his recent marriage.  Art historian Karla Langedijk speculates 
that the work was produced for the imperial Habsburg court of Joanna's family, 
which would explain the sudden adoption of the royal portrait format.70  
Francesco quickly seized the opportunity to use the authoritative full-length 
format, which he could now legitimately appropriate.  Joanna's father, Holy 
Roman Emperor Ferdinando I, and her brother Maximilian, himself later Holy 
Roman Emperor, were both portrayed in full length portraits by Hans 
                                                          
67 Murphy, 184. 
68 The date of this image remains unresolved, with Langedijk stating that it was painted sometime 
around Francesco's marriage in 1565 and not before 1570, and the Museum Mayer van den Bergh 
dating it as early as 1560.  Langedijk, The Portraits of the Medici, 122.  Based on his facial 
appearance alone, he appears markedly more mature than in the images by Allori around 1560,  
suggesting that the image was made near to or perhaps after his marriage, which would also be a 
likely occasion for the creation of such an imposing portrait, especially as it takes on 
characteristics from Hapsburg portraiture. 
69 Langedijk, The Portraits of the Medici, 122. 
70 Ibid. 
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Bockberger the Elder and Jakob Seisenegger, respectively (Figures 1.19 and 
1.20.)71   These portraits of Joanna's immediate Habsburg family share with 
Allori's portrait of Francesco not only the full length format but also an attention 
to minute detail that naturalizes these images of supreme authority.  Allori 
carefully recreates textures and surface effects, from the sheen of the gleaming 
armor and velvet swag to the way that the prince's white calze hug his 
kneecaps.72  Although the Habsburg portraits depict their subjects in civilian 
garb, both Ferdinando and Maximilian wear swords in reference to their military 
and political authority, and the furry details of Ferdinand's ermine-trimmed 
jacket similarly produce tangible, convincing authority.  Adopting the portrait 
format of the highest nobility in Europe visually manifests Medici aspirations at 
the time, with Cosimo in semi-retirement as he devoted his energies to pursuing 
an elevated title for the family.73   
While Francesco's marriage to Joanna was an excellent political match and 
successfully produced seven children, there seems to have been little love lost 
between spouses.  Joanna's unhappiness only increased upon learning of her 
                                                          
71 For more on the Bocksberger family of painters, see Susanne Kaeppele, Die Malerfamilie 
Bocksberger aus Salzburg: Malerei zwischen Reformation und italienischer Renaissance (Salzburg: 
Verein "Freunde der Salzburger Geschichte," 2003.) 
72 For more on the political function of calze in the Italian Renaissance, see Tim McCall, "Brilliant 
Bodies: Material Culture and the Adornment of Men in North Italy's Quattrocento Courts," I Tatti 
Studies in the Italian Renaissance 16/1-2 (2013), 445-490. 
73 Cosimo received the granducal title in 1569.  With the dating of the portrait unclear, it is hard to 
say for certain if the adoption of the royal format demonstrates the family striving for their title 
or rejoicing in having recently received it.  
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husband's affair with Bianca Cappello, which was publically revealed in 1566,74 
only a year after Francesco's marriage to Joanna.  Francesco devoted his 
affections entirely to his mistress, who after Joanna's death in 1578 would 
become his second wife in the following year.  Francesco's relationship with 
Bianca was by all indications built upon real affection and compatibility.  Bianca, 
who came from minor Venetian nobility, arrived in Florence in 1563 after eloping 
with her first husband, Pietro Buonaventura, a Florentine merchant.  Beginning 
in February 1564, Pietro served in the Medici guardaroba, the bureaucratic body 
overseeing court furnishings and expenses,75 and Francesco most likely 
encountered Bianca through her husband's court position.  Their affair remained 
the worse-kept secret in Florence and fueled an active rumor mill.  In 1572, Pietro 
died after a band of assassins waiting for him in the Piazza Santa Trinità fell 
upon him with their swords, inflicting more than 25 wounds and splitting open 
his skull.76  While the specifics remain unclear, it appears that Pietro may have 
been involved in a planned coup against the Medici, rumors of which were not 
tolerated.  Francesco's involvement in Pietro's murder cannot be confirmed but it 
seems highly fortuitous that Bianca's husband would come to such a gruesome 
end merely by coincidence.  However unassuming he appeared, Francesco 
remained a product of the dangerous Florentine political environment and 
                                                          
74 Berti, Il principe dello studiolo, 35. 
75 Murphy, 233. 
76 Ibid., 238. 
56 
 
 
 
proved comfortable with taking the ultimate step to eliminate annoyances, both 
personal and political.   
The need for false cover removed, Francesco now spent much of his time 
with his beloved.  Until the announcement of their marriage in June 1579, Bianca 
did not often appear in public, spending much of her time at the villa at Poggio a 
Caiano.77  Another Ferrarese ambassador, Ercole Cortile, described Francesco and 
Bianca as "like children together... it causes not only us ambassadors to laugh but 
also the people who see this great Prince, so great and wise, to become more like 
a child than a man."78  Cortile's remarks are revealing not only for his comments 
on Francesco and Bianca's relationship but his disappointment that the prince 
should act in such a silly manner when he was otherwise so "great and wise."  
Multiple contemporary accounts record Francesco's virtues of judgment and 
knowledge; while these may simply be standard forms of courtly politeness, 
such praise has gone largely unnoticed by modern art historians in their 
considerations of Francesco.   
As much as Francesco adored Bianca, the rest of Florence hated her.  
Bianca was distrusted as a foreigner by the populace at large, and was 
particularly despised by Francesco's sister Isabella and brother Ferdinando.  
While Ferdinando would attack Bianca after her death, unsavory rumors 
                                                          
77 Franco Cesati, The Medici: Story of a European Dynasty (Firenze: Mandragora, 1999), 93. 
78 Ibid., 274. 
57 
 
 
 
abounded during her lifetime as well, often of  a sexual nature.  According to 
some, Bianca had sexually bewitched Francesco through "unnatural deeds" and, 
depending on the particular rumor, had even smuggled a stolen baby or 
changeling into court and convinced Francesco that it was his child.  What 
Antonio, Francesco and Bianca's natural son, thought of these rumors remains 
unrecorded.79   
That detractors accused Bianca of being a witch brings us to her husband's 
chief scientific interests.  Although Bianca herself does not appear to have shared 
her husband's interests, Francesco was fascinated throughout his life by the 
transformational processes part and parcel to both natural philosophy and the 
occult.80  Francesco engaged daily in alchemical and technological 
experimentation at the Casino di San Marco (Figure 1.21), the Medici complex 
which housed the granducal workshops, laboratories, and gardens, located 
adjacent to the Piazza di San Marco.  At the Casino, Francesco conducted wide 
ranging technological, alchemical, and medicinal experiments;  he also joined the 
artisans in their workshops, creating a wide variety of artistic products, 
                                                          
79 Antonio was born in September of 1576.  The rumors surrounding his birth certainly related to 
concerns at court, primarily among Ferdinando and his supporters, that Antonio would usurp 
him in the line of succession.  While Francesco's will mentions only Ferdinando (see ASF, 
Miscellanea Medicea, filza 16, insert 10, 1-5), the latter took legal measures after Francesco's death 
to strip Antonio of his inheritance and position. 
80 Although today dismissed as a psuedo-science at best, alchemy served as an early modern 
forerunner to the modern study of chemistry and was practiced and studied by natural 
philosophers and princes across Europe.  This subject will be taken up again in Chapter Two.  For 
more, see Peter Burke, The Italian Renaissance (Princeton, NJ: Princeton University Press, 2014), 
193. 
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including glassware, metal work, Florentine pietre dure mosaics, and other 
technologically-advanced items.  In particular, Francesco was personally 
involved in the search to discover the secret to making Chinese porcelain, and 
with the assistance of court artist Bernardo Buontalenti, Francesco successfully 
replicated porcelain in the 1580s, making him the first European to do so.81   
Commentators from the period remark on the extent to which Francesco 
passed his time at the Casino, arriving early in the morning and often leaving 
late at night. 82   In 1576 Andrea Gussoni, the Venetian ambassador to Florence, 
reported that the prince "spends almost all of his time in a place they call the 
casino... but nevertheless he intersperses negotiations with secretaries regarding 
affairs of state, also expediting many requests for mercy as well as justice, in such 
a manner that he mixes pleasure with business and business with pleasure."83  
This suggestion is supported by the French essayist Michel de Montaigne, who 
also visited Francesco at the Casino during his time in Florence in 1581.84 
Gussoni's comments regarding the amount of time that Francesco devoted to 
studying the natural sciences suggest that these activities were not necessarily 
viewed as distractions that took the prince away from his official duties, as they 
have often been interpreted by modern scholars.  In another report from the 
                                                          
81 For more on the Casino, see Chapter Two. 
82 Schaefer, 189. 
83 Paula Findlen, Possessing Nature, 23. 
84 Schaefer, 187. 
59 
 
 
 
same year, Gussoni records an assessment of Francesco that offers insight into 
both the prince's personality and the perceived utility of his favored pastimes:   
The prince does not have his father's vibrancy, stature, or scheming 
brilliance, but is one of quieter thoughts: he shows good and solid 
judgment; he is quite circumspect and discerning in his speech, so 
that he lets little or nothing escape his lips; he is a man of few 
words, but strives to do his best in deeds; however, he speaks quite 
competently of all things, and particularly mathematics, 
cosmography, and these natural secrets of his; he delights in 
pondering these studies and profits from them.85 
 
 Few state portraits of Francesco were produced in the decade of the 1570s.  
Interestingly, two portraits produced during this period represent the grand 
duke uniquely and connect him visually to his activities at the Casino.86  
Although they depict him, these images do not function in the same official 
capacity as the other portraits of Francesco discussed in this chapter.  Rather than 
public images meant to convey Francesco's dynastic and political roles, these 
paintings function more like snapshots, depicting the duke at his favorite 
pastimes.  In two paintings within his personal studiolo, discussed at length in 
                                                          
85 Falciani and Natali, 139.  Original Italian: "Non é questo principe di così vivo e macchinato 
ingegno come il padre, ma di più quieti pensieri; dimostra un saldo e buono giudizio; è molto 
circospetto ed avertito nel parlare, in modo che scappa in poche o niuna cosa; non è di molte 
parole, mi si affatica di farsi tenere migliore nei fatti; parla però assai bene di tutte le cose, ma 
particolarmente delle matematica, di cosmografia, e di questi suoi segreti naturali; si diletta di 
ragionare in questi studi e ne fa qualche profitto." 
86 The other painting that depicts Francesco from the decade of his 30s is a large altarpiece 
commissioned by his sister Isabella of Giovanni Maria Butteri, who also contributed to the 
decoration of Francesco's studiolo.  Commissioned for the church of San Salvi, the altarpiece 
represents the Virgin and Child surrounded by Medici family members in the guise of various 
saints, including Cosimo, Ferdinando, Isabella, Maria Salviati, Francesco, and Paolo Giordano 
Orsini.  Francesco appears in armor but is otherwise unremarkable.  Murphy, caption to final 
unnumbered plate (Figure 1.22.) 
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Chapter Two, he appears as a participant in the experiments and craft work of 
the Casino di San Marco.  In Giovanni Maria Butteri's La Vetreria (Figure 1.23), 
Francesco arrives at the glass-blowers' workshop to inspect their wares, and in 
Giovanni Stradano's Gli Alchimisti (Figure 1.24), he is himself hard at work in the 
alchemical lab, intently stirring away at a pan of molten metal.87  I hesitate to 
describe these paintings as portraits; while they certainly depict the grand duke 
(his hairline, with its signature male pattern baldness, makes him immediately 
identifiable in both images), they are not portraits in the sense of images devoted 
entirely to the representation of an individual.  Rather they represent the grand 
duke among his fellow experimenters and craftsmen, and while they may appear 
to show him engaging in entirely personal pastimes, the investigation and 
comprehension of the natural world was considered appropriate for a learned 
ruler.  The depiction of Francesco engaging in active inquiry in images displayed 
within a space dedicated to the opposite and complementary vita contemplativa 
links the two spaces as appropriately princely.  These considerations are 
explored in greater depth in Chapter Two. 
Francesco's control over the Florentine state increased as his father's 
health began to decline, a trend precipitated during the Carnival season of 1568 
                                                          
87 For more on Stradano, see the exhibition cataloge Stradanus 1523-1605: Court Artist of the Medici. 
eds. Alessandra Baroni and Manfred Sellink (Turnhout: Brepols, 2012.) 
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when Cosimo was hit on the head by a falling drainpipe.88  In early 1573 he 
began to suffer from long periods of agitation and partial paralysis.  Ridolfo 
Conegrano reported that, during Cosimo's illness, Francesco dutifully visited 
him every day.  These visits would prove to be Francesco's last opportunity to 
learn the art of governance from the first grand duke of Tuscany, as Cosimo 
worsened and died on April 21, 1574.  Francesco was immediately summoned, 
and his first act as grand duke was to send his father's second wife Camilla to the 
convent of Le Murate, apparently against her will.89  Francesco's willingness to 
use extreme measures, including murder and forced retirement akin to 
incarceration, to remove unwanted individuals from his life indicates that 
although possessed of a quiet and reserved personality, he had learned well from 
his father how to employ Machiavellian means when deemed necessary.  
Cosimo's funeral took place at San Lorenzo on May 17th, and upon his return to 
the Palazzo Vecchio, Francesco surely took note of the fact that the mourning 
decorations and his father's imprese had been removed from the palace, replaced 
with Francesco's personal insignia.  Although he had unofficially governed 
                                                          
88 Berti, Il principe dello studiolo, 35. 
89 Murphy, 256.  Coincidently, Le Murate served as Florence's primary jail for men from 1883-
1985.   As Franco Cesati astutely observes, "Francesco's cruelty to his father's second wife is all the 
more striking if one considers his own private life."  (Cesati, 91.)  Indeed, Francesco's harsh 
treatment of Camilla may well have been related to his personal feelings regarding his long-time 
affair with Bianca.  Of course, such posthumous armchair psychology could be discounted and 
Francesco's behavior interpreted simply as his attempt to remove a family member deemed 
unworthy of the Medici name.  Upon Francesco's death, Ferdinando released Camilla from Le 
Murate only to lock her up in a different institution, Santa Monica, as she was now deemed 
insane.  One cannot help but speculate that any such mental instability may have been the result 
of her treatment at the hands of Cosimo's sons. 
62 
 
 
 
Florence for a decade, Francesco de' Medici had become Francesco I, second 
Grand Duke of Tuscany. 
Francesco's assumption of the grand ducal title in 1574 is commemorated 
by a medal produced by Pastorino di Giovan Michele (Figure 1.25), which dates 
to 1574 and is inscribed "Franc[esco] Med[ici] Mag[nus] Dux Etruria II."90  
Linking Francesco and the Medici granducal dynasty to ancient Rome through 
the use of a Latin inscription referring to ancient Etruria rather than 
contemporary Tuscany, Pastorino reinforces these textual allusions with visual 
ones, representing the new Grand Duke in profile in emulation of ancient coins. 
Francesco appears larger and more mature than in portraits of him to date; in 
fact, he looks significantly like his father Cosimo, a visual blurring intended to 
remind subjects of the new grand duke's pedigree and to hearken back to 
Cosimo's own adoption of the ancient model of Augustus late in his reign.  
Francesco appears dressed in his usual sumptuous clothing and wears the cross 
of the Order of St. Stephen around his neck.91  Although clearly emphasizing his 
wealth and nobility and bearing his new title of grand duke, this medal depicts 
Francesco in a less militant image than that produced during the previous 
                                                          
90 Pastorino had already created medals celebrating Francesco in 1560, examples of which are 
held in the Metropolitan Museum and Victoria and Albert Museum.  His court position under 
Francesco was that of "maestro di stucchi." 
91 The Order of St. Stephen was founded by Cosimo I in 1561.  St. Stephen was chosen as 
dedicatee as his feast day fell on August 2nd, the date of Cosimo's major military victories at both 
Montemurlo in 1537 and Marciano in 1557.  Although founded primarily to ennoble Cosimo and 
his family, the order participated militarily in the ongoing conflict against the Ottoman Empire, 
including at the Siege of Malta (1565)  and the Battle of Lepanto (1571.)   
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transfer of power between father and son, Poggini's marble bust of Francesco in 
armor.  Although Francesco's assumption of power after his father's death tested 
the new state's succession, this portrait medal suggest that it was a less fraught 
transfer of power than that which occurred in 1564 in that, rather than appearing 
in a directly military role, Pastorino relies on textual and visual references to 
ancient sources of authority to support that of Francesco.  Perhaps the unofficial 
and untraditional nature of Cosimo's semi-abdication made it a more dangerous 
moment politically, or at least one in which the Grand Duke felt the need for 
overt signs of military strength.   
The celebratory medal marking Francesco's assumption of power linked 
him to the strength of Cosimo's rule in that he had also commissioned a similar 
medal at the time of his own coronation as duke in 1537 (Figure 1.26.)  Domenico 
di Polo de’ Vetri's depiction of Cosimo, clad in an ancient cuirass and bearing a 
tenacious expression, reflects the dangerous world of Florentine politics that 
Cosimo entered when he accepted the city's invitation to rule in 1537 following 
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Alessandro il Moro de' Medici's assassination.92  Cosimo's military attire and 
militant expression, coupled with an inscription that celebrates him as the second 
duke of Florence, adopting the political title held by Alessandro, project military 
and political authority through word and image.93  While Francesco's  own medal 
does not employ the military allusions seen in Cosimo's, his use of the same 
medium and all'antica format remind the viewer of his legacy as Cosimo's son.   
As the second Grand Duke, Francesco ruled capably for 23 years, 
continuing many of his father's economic policies and maintaining much of the 
status quo.  If the history books have not always celebrated Francesco's rule, one 
must remember that Cosimo's shoes would have been difficult for nearly anyone 
to fill.  Historian Massimo Firpo succinctly encapsulates the first grand duke's 
impressive achievements:  
                                                          
92 The reverse of the medal depicts a rather uninspired figure of Salus publica, the allegorical 
representation of the well-being of the state, suggesting Cosimo's contribution to public security.  
Perhaps not coincidentally, Carl Brandon Strehlke suggests that this design may have originally 
been created by Domenico di Polo de' Vetri for a now-lost medal for Alessandro.  Were that the 
case, the adoption of a motif designed for his predecessor would form another link between 
Cosimo and Alessandro.  The inscription of "salus publica" also linked Cosimo to his forebears in 
the main Medici branch, as it had been used on medals since Bertoldo di Giovanni's well-known 
medal celebrating the failed Pazzi Conspiracy.  Carl Brandon Strehlke, Pontormo, Bronzino, and the 
Medici: The Transformation of the Renaissance Portrait in Florence (Philadelphia: Philadelphia 
Museum of Art, 2004), 128. 
93 Shortly after his rise to power in 1537, Cosimo also commissioned additional medals of 
Domenico di Polo de' Vetri, including one that featured a portrait of Cosimo (which visually 
appears to be based off Pontormo's 1537 portrait of Cosimo in the Galleria Palatina) with a 
portrait of Alessandro on the reverse.  These medals make Cosimo's position as the legitimate 
heir to the murdered Alessandro even more explicit, no doubt to overcome the fact that Cosimo 
came from the popolani branch of the family and was in fact not a blood heir.  As Strehlke notes, 
medals featuring the current ruler on the obverse and the previous one on the reverse 
consciously adopted this practice from imperial Roman coins.  Coins following this format were 
especially favored by Augustus, who, as noted, was a favorite historical forerunner claimed by 
Cosimo.  Strehlke, 129. 
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Cosimo strengthened his power with new forms of government, 
mitigated heavy-handed Habsburg protection, conquered the 
moribund Republic of Siena, and lastly, managed to have the new 
political entity he had built acknowledged when the crown of 
Grand Duke of Tuscany was placed on his head in the Sistine 
Chapel on 15 March 1569.94   
 
Although mostly not his personal initiatives, Francesco's continuation of his 
father's policies showed that he recognized their value to the welfare of Tuscany.  
For example, Francesco's development of the port of Livorno, begun under 
Cosimo, created a permanent and sustainable route through which Tuscany's 
modest agricultural production (mostly olive oil and wine) could be capitalized 
upon via export.95  Giambologna expert James Holderbaum explains that while 
"he inherited little of the driving ambition for family and state... Francesco was 
not so foolish that he allowed his father's accomplishments to be undone."96  
Conservative by nature, Francesco as a ruler appears to have taken his 
responsibilities seriously.  In 1587, Francesco was offered the throne of Poland 
and demurred, saying that he was "perfectly happy with the state I already 
possess" and had "never thought of undertaking greater things."97  If Cosimo had 
created the machine that was the Tuscan state, Francesco's job was to consolidate 
                                                          
94 Massimo Firpo, "Bronzino and the Medici," in Bronzino: Artist and Poet at the Court of the Medici, 
91. 
95 Holderbaum, 152. 
96 Ibid., 168. 
97 Schaefer, 181.  Polish ambassadors offered Francesco the throne in an attempt to end the year-
long interregnum after the death of Stephan Báthory, one of Poland's greatest rulers but who 
died childless.  
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its workings. 
Francesco's greatest impact on Tuscany came in the form of monetary 
reforms.  After the discovery of a pattern of tampering at the Florentine mint, 
Francesco ordered a major audit of the Zecca's records.98  This audit reflected not 
only Francesco's scrupulous approach to governing but his monetary policy in 
general.  Francesco ordered that earlier unenforced monetary rules now be 
strictly implemented, resulting in the correction of silver debasement, the 
elimination of a number of small coins, and a strict ban on the importation and 
use of foreign currencies.  Ushering in an era of extremely strict conservative 
monetary policy, Francesco steadfastly adhered to the new policies even when 
advised of their dangers.  The respected economic historian Carlo Cipolla 
interprets Francesco's economic policies through his personality, stating that 
"Francesco's conservative, meticulous, and authoritarian character has been 
widely discussed by historians, and events in the monetary field tie in well with 
these traits of his personality."99  While Cipolla himself observes that it is 
Francesco's character traits that have been widely addressed by historians, rather 
than his actions, in this case, such a reading has documentary support.  The 
Venetian ambassador Alvise Buonrizzo reported around 1582 that "His Highness 
is rather, not to say very, obstinate in his opinions and when he has fixed on one 
                                                          
98 Carlo Cipolla, Money in Sixteenth-Century Florence (Berkeley: University of California Press, 
1989), 54. 
99 Ibid.  
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decision, there is no human means of making him change it... His Highness does 
not want anyone to advise him in either State affairs or any other matter."100  
Buonrizzo's appraisal of Francesco's stubbornness is borne out in his monetary 
policy; although multiple advisors, including his head of the treasury Napoleone 
Cambi, advised him to loosen his policies, especially regarding the circulation of 
foreign gold coins, Francesco refused to relent.  These stringent policies 
contributed to a major banking crisis that developed in 1576 as Florentine banks 
ran out of cash and subsequently tightened credit.101  This crisis hit the key 
sectors of wool and silk manufacturing especially hard, and together with 
longer-term structural economic problems led to an economic downturn that 
continued through the remainder of the grand duke's rule.  Francesco continued 
to refuse to loosen monetary policies and upon his death, the Venetian 
ambassador Contarini wrote that he had "reduced the city to great poverty."102  
Such remarks indicate that the deleterious effects of Francesco's monetary policy 
contributed to his diminished legacy.  Although Ferdinando I somewhat 
loosened the ban on foreign currency beginning in 1589,103 he would later 
confirm much of his brother's silver valuation reforms in 1597.104  In the end, 
neither move halted Florence's economic slide. 
                                                          
100 Cipolla, 75. 
101 Ibid., 110. 
102 Ibid., 116. 
103 Ibid., 119. 
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Over the course of his 13 years as Grand Duke, Francesco shifted 
Florence's alliances towards the Holy Roman Empire.  His marriage to Joanna of 
Austria ensured strong familial links to the empire, as she was closely related to 
all three Holy Roman Emperors of Francesco's time.105  While Cosimo had 
worked an uneasy equilibrium between Tuscan allegiance to France and to the 
Empire, Francesco increasingly sought imperial favor.106  Relations with France 
became increasingly imperiled; when Henri III became king, Francesco even 
refused to send a congratulatory emissary to Paris.  The relationship between the 
two states failed completely in November 1577, after one of Francesco's assassins 
murdered Troilo Orsini  in Paris.107  This political exile and former lover of 
Francesco's sister Isabella had been a favorite of Queen Catherine's.108  Florentine-
French relations remained broken until Ferdinando arranged the marriage of 
Marie de' Medici, Francesco's daughter, to Henri IV in 1600. 
Although he initiated few major new economic or political policies, 
Francesco's reign remains significant for its successful transition of power.  While 
the smooth transfer of authority from one grand duke to the next owned much to 
                                                          
105 Joanna was the daughter of Ferdinand I (r. 1558-64), sister of Maximilian II (1564-76), and aunt 
of Rudolf II (1576-1612.)  Francesco's own correspondence with Rudolf reveals many shared 
interests, including arts patronage, occult sciences, and early museological impulses. 
106 Joanna's brother Maximilian was the first foreign sovereign to acknowledge Francesco as the 
new Grand Duke in January 1575.   
107 Murphy, 342.   
108 Herself also a Medici (descended from the main branch of the family), Catherine and Cosimo 
had been deeply competitive throughout his life, and there appears to be no love lost between 
Francesco and his distant cousin. 
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Cosimo's effective consolidation of power during his own rule, Francesco 
maintained the Medici's firm grip on political control so that the new proto-
absolutist state could easily shift into the hands of the next Medici ruler.  The 
significance of the Florentine grand duchy in the development of political 
absolutism has been recognized by few scholars.  Although a small state, both 
geographically and in terms of political influence, the Tuscan state as formed by 
Cosimo nonetheless established important precedents for the flourishing of later 
absolutism.  According to Holderbaum,  
The role of Duke (later Grand Duke) Cosimo I de' Medici and his 
two sons in the formation of the civilization of absolutism is so 
essential that if an account of the formative stages of this 
civilization, during the second half of the 16th century, were to be 
limited to Medicean Florence, few of its principal factors would be 
seriously limited...a direct historical development leads from the 
prototype court of Cosimo I to that of his great-great grandson, 
Louis XIV of France, and to all the grandiose forms and usages of 
Versailles.109   
 
The Medici would remain in control of Florence for another 163 years, until the 
extinction of the line with the last grand duke, Gian Gastone, in 1737; the 
successful transition of power from Cosimo to Francesco ensured the possibility 
of such lengthy control of the city.   
 Like his father, Francesco successfully rooted out and squashed threats to 
Medicean absolute power.  The most significant plot against Francesco was the 
Pucci conspiracy, which developed in the spring of 1575.  This attempt to murder 
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Francesco and his brothers, led by Orazio Pucci and involving members of the 
Capponi, Machiavelli, Alamanni, and Martelli families, was uncovered before 
any serious actions occurred against the Medici.  The plot suggests that some 
noblemen, dissatisfied with Medici rule and eager to extend their own power, 
saw the recently elevated Francesco as potentially vulnerable to an assassination 
attempt.  This perceived weakness contrasts significantly with the almost 
complete suppression of political opposition during Cosimo's reign, an 
environment that he successfully created through the brutal punishment of the 
rebels at the Battle of Montemurlo in 1537, shortly after he came to power.  As 
Orazio Pucci's own father had been executed by Cosimo on grounds of treason in 
1560, the lead conspirator knew all too well the potential results of an attempt to 
overthrow the first grand duke.  Once Cosimo died, it appears that the Florentine 
opposition saw an opening and tried to benefit from possible weakness inherent 
to the transition of power.  Francesco's successful discovery of the plot and 
execution of the perpetrators demonstrates that the conspirators had judged 
wrongly, underestimating his personal ruthlessness and governing experience 
from his decade as prince regent.  While the ringleader was executed on August 
22, Francesco demonstrated that he did not easily forgive by hunting down other 
individuals involved in the plot with a slow but steady persistence, eliminating 
individuals involved well into the next decade.    
Undoubtedly both the dangerous atmosphere of Renaissance Florence and 
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his education in powerful governance at Cosimo's knee contributed to 
Francesco's comfort with extreme measures.  His reputation as not merely a 
withdrawn but cruel and even sinister duke was cemented by his involvement in 
the murders of his sister-in-law, and shortly thereafter, sister.  Eleonora di Garzia 
di Toledo (known as Leonora),  the wife of Francesco's youngest brother Pietro,  
was killed on the morning of July 11, 1576.  Francesco appears to have had 
knowledge of and perhaps desire for the murder of Leonora from a letter written 
by Pietro to Francesco shortly after his arrival with Leonora at Cafaggiolo, the 
Medici villa where she died.  Pietro writes, "Last night, at 7 o'clock, an accident 
and death came to my wife, so Your Highness can take peace, and write to me 
about what I should do."110  That Pietro imagined that his older brother would 
"take peace" at his wife's death suggests that Francesco knew of and perhaps 
sanctioned Pietro's planned murder of his wife at the remote villa.111  In a later 
letter to Philip II of Spain, Francesco confirmed his knowledge of and apparent 
agreement with his brother's actions, admitting "I have to say that Lord Pietro 
our brother took her life for the treason she committed with her conduct 
                                                          
110Murphy, 316, citing ASF, MdP, 5154, 86. 
111 The fact that Pietro apparently wrote and sent the letter informing Francesco of Leonora's 
demise before her death is, of course, also very suspicious. 
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unbecoming to a noblewoman."112  Five days later, Francesco's sister Isabella fell 
victim to a similar fate and died unexpectedly while at the villa of Cerreto with 
her husband, Paolo Giordano Orsini.  Ercole Cortile, Ferrarese ambassador and a 
close associate of Isabella's, reported to his master that he learned "from those 
willing to talk [that] Lady Isabella was strangled at midday" by her husband and 
an assistant.113  Her body returned to Florence, Isabella was taken to Santa Maria 
del Carmine, where her coffin was opened and publicly displayed.  Cortile 
confirms the gruesome effects of this perverse lying in state, reporting that 
whoever wanted to see her could do, and those that did said that 
they had never seen such an ugly monster.  Her head was huge 
beyond measure, fat lips as big as two sausages, eyes open like two 
wounds, breasts swollen, one split open, because, they say, Signor 
Paolo threw himself upon her so as to make her die more quickly.114   
 
Apart from his apparent sanctioning of the murders, Francesco's choice to 
showcase his sister's body reflects both the reputation for cruelty that he 
developed and his own deep commitment to decorum and respect for authority, 
                                                          
112 Murphy, 329.  As for Leonora's treasonous crimes, they appear to have amounted to little more 
than flirting in public with other men and failing to live up to her husband's expectations.  By all 
accounts, Pietro and Leonora had a troubled marriage.  Although they grew up together 
essentially as family, once married their relationship disintegrated as Pietro reportedly refused to 
consummate the marriage while at the same time appearing in public with known courtesans.  
Leonora, young and very beautiful, seems to have become too bold in her encouragement of 
other men who pursued her.   
113 Murphy, 324-325.  Among Cortile's informants were maids and servants in Isabella's retinue, 
including the current iteration of the court dwarf Morgante (his predecessor immortalized by 
Bronzino's famous double portrait now at the Uffizi; all of the Medici court dwarves were known 
by the name Morgante.)   
114 Ibid., 326, citing ASM, Ambasciatore a Firenze, 24, July 29 1576.  Paolo Giordano Orsini was, 
by the time of his wife's death, of significant girth, as Cortile's account suggests in the damage 
done to his wife's body.  The diarist Agostino Lapini also confirmed the appearance of Isabella's 
corpse on view at the Carmine. 
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which he would ruthlessly punish when violated.  Undoubtedly the sight of 
Isabella's destroyed body on public display served as an immediate and 
frightening reminder to members of the court of the possible consequences 
should they step out of line.   
 Francesco's own death in 1587 continued to produce gossip.  Francesco 
and Bianca both died on October 17th at Poggio a Caiano after suffering an 11-day 
illness.  At the time, rumors immediately developed that Francesco and his wife 
had been murdered by Ferdinando, who feared that Francesco would legitimize 
Antonio, pushing his brother out of the line of succession.115  During his brother's 
illness, Ferdinando attempted to isolate the sick couple from outside 
involvement and downplayed the severity of the illness in dispatches,  
attributing Francesco's illness to his peculiar eating habits and describing 
Bianca's sickness as caused by her grief.116  While possibly suspicious, one can 
also explain Ferdinando's behavior as expected as he tried to maintain the 
appearance that Florentine rule was not in a state of crisis and worked to keep 
potentially malicious players away from his brother's bedside.  Francesco himself 
                                                          
115 Francesco Mari, et al., "The mysterious death of Francesco I de' Medici and Bianca Cappello: an 
arsenic murder?" British Medical Journal, Vol. 333, 23-30 (December 2006): 1299.  Indeed early in 
his rule Ferdinando stripped Antonio of  the villa of Pratolino which Francesco had left to him; a 
few years later, Ferdinando appropriated all possessions and property left by Francesco to his 
son, which Antonio legally challenged for years, with some success.  See ASF, MM, filza 281; this 
filza is dedicated to documents related to the legal battle over Don Antonio's inheritance.   
Antonio's legal case remained for the most part dedicated to his personal property and 
possessions rather than to any challenge to the succession of Ferdinando.  It remains unclear if 
Francesco ever intended to introduce his son into the line of succession. 
116Mari, et al., 1299. 
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appears to have believed that he had been poisoned, as he treated himself and 
his wife with a bezoar stone concocted in the Casino di San Marco.117  Competing 
theories regarding what killed Francesco and Bianca remain to this day.118  While 
the more sinister theory suggests arsenic poisoning, the other and perhaps more 
likely possibility of malaria remained a constant threat in Renaissance Italy, one 
that had killed off many of Francesco's relatives.   
 
Reception and Reputation: "His good qualities were not sufficient to 
extinguish the bad conception of his character" 
 Francesco does not appear to have been beloved as a prince.  Pope Sixtus 
V sagely remarked after Francesco's death that "his good qualities were not 
sufficient to extinguish the bad conception of his character."119  With his retiring 
and apparently stern personality, he seems to have done little to win the 
affections of the Florentine population, and following on the heels of his 
charismatic father certainly set him up to appear something of a disappointment.  
                                                          
117 Schaefer, 198. 
118 In 2006 a team of scientists announced that the couple had indeed died of arsenic poisoning, 
not malaria, as had been announced to the public after their deaths.118  However, in 2010 a 
different team of scientists published an article advancing that malaria was in fact the cause of 
death, based on their own testing of bone taken from Francesco's skeleton in 2004.  See Gino 
Forniaciari, Valentina Giuffra, et al.,“Malaria was the ‘Killer’ of Francesco I de’ Medici (1531-
1587)”  The American Journal of Medicine (June 2010.)  Other publications by this same team have 
identified inconsistencies in the testing undertaken by the earlier team; their observation that the 
2006 team claims to have tested a beard hair of Francesco's when in fact his body was, at the time 
of his 2004 exhumation, without any soft tissues, "completely skeletonized and disarticulated," 
indeed seems problematic.   
119 Berti, Il principe, 9-10. 
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The quality of life that the average Florentine experienced during the last few 
decades of the Cinquecento remains difficult to ascertain.  Some scholars argue 
that Francesco's policies had deleterious effects on Tuscany's economy,120 while 
others argue precisely the opposite.121  What seems certain is that at times 
disaffection ran high; during the height of the banking crisis in September 1576, 
Francesco feared open rebellion enough to retreat to Poggio a Caiano with the 
protection of armed troops.122  In her biography of Isabella de' Medici, which 
perhaps understandably casts Francesco as a villain given his involvement in her 
murder, Caroline Murphy states that the murder rate in Florence rose 
precipitously during Francesco's rule,123 suggesting a general dissatisfaction with 
the breakdown of law and order.  Although she very generally cites the diarists 
Giuliano de' Ricci and Bastiano Arditi as contemporary sources shocked by rising 
crime and taxes, these complaints remain on the whole vague and border on 
platitudes.  No doubt Francesco's decision to keep Cosimo's temporary taxes in 
place remained an unpopular decision, although it may have been a prudent 
economic action.  According to Alan Darr, Francesco was not well liked by the 
Florentine population because he appeared to show more interest in his 
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experiments than in governing,124 although upon what he bases this statement 
remains unclear.  Likewise, Cesati reports that the Florentine popolo rejoiced at 
Ferdinando's accession to the throne.125  Whatever their feelings towards 
Francesco, Ferdinando was indeed a more deft statesman and apparently a more 
affable individual than his older brother.   
 While his reputation during his lifetime remains difficult to pinpoint but 
on the whole appears to have leaned towards the negative, from the early 17th 
century on, Francesco's place in history has been constructed to a large degree 
from the rumors relating to Bianca, which were encouraged and disseminated by 
his successor, Ferdinando.  Combined with Francesco's reserved public figure 
and the potentially faltering economic and security conditions in Florence during 
his reign, Ferdinando's attempts to fashion Francesco's memory cemented a 
perception of the second grand duke that persists in some forms to this day.  
During her lifetime, Ferdinando often spoke publicly against Bianca,126 and after 
the deaths of the Grand Duke and Duchess, he tried to focus public disdain on 
her memory in an attempt to shift negative feelings away from Francesco 
                                                          
124 Alan Darr, "The Medici and the Legacy of Michelangelo in Late Renaissance Florence: An 
Introduction," in The Medici, Michelangelo, and the Art of Late Renaissance Florence. ed. Cristina 
Acidini Luchinat (New Haven: Yale, 2002), 5.  Whether or not Francesco's love of experimenting 
and many hours spent in the Casino di San Marco was known to the average citizen remains both 
unclear and intriguing; greater information regarding this point would be useful in determining 
whether Francesco's reputation as an absentee grand duke arose during his rule or subsequent to 
his death. 
125 Cesati, 102. 
126 Ibid., 99. 
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directly.  This campaign, evocatively described by various scholars as an 
"vendetta"127 and "damnatio memoriae,"128 began with the very different treatment 
of the bodies of the Grand Duke and Duchess.  While Francesco received a state 
funeral at the church of San Lorenzo, following in the footsteps of so many of his 
Medici forebears, Ferdinando ordered that Bianca's body be buried, obscurely 
and without ceremony.129   While the Grand Duchess' body was unceremoniously 
dumped, Ferdinando perpetuated many of the rumors that had circulated during 
her lifetime, in particular that Antonio was not her natural son with Francesco 
but instead a changeling that she had bewitched the Grand Duke to accept as his 
issue.  This rumor in particular was intended to not only cast Bianca as a 
scheming enchantress but also to cast doubts on Antonio's legitimacy, which 
would assist Ferdinando in his legal campaign against his nephew.  While Bianca 
was treated thusly, Ferdinando's behavior toward his brother's memory 
bordered on the saintly, so much so that he even prosecuted individuals who 
spoke publicly against the former Grand Duke.130  At the same time, Ferdinando 
reportedly loved to hear his courtiers compare his own rule favorably to that of 
                                                          
127 Berti, Il principe dello studiolo, 12. 
128 Conticelli, 1. 
129 According to legend, she was buried in a common grave, an ignoble end for a Grand Duchess, 
even a disliked one.  The location of her burial place remains uncertain, possibly either an 
unmarked grave at San Lorenzo or the crypt of Santa Mara in Bonistallo, near Poggio a Caiano.  
Berti, Il principe dello studiolo, 12. 
130 Ibid. 
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his older brother.131  
  Ferdinando's multi-faceted campaign, coupled with reports of Francesco's 
involvement in the murders of his sister Isabella and sister-in-law Leonora, left 
Francesco in the years following his death cast as out-of-touch, cruel, and 
perverted.  While interest in understanding his place in early modern Italian 
history remained minimal, what little interest in the grand duke's memory 
existed leaned towards the salacious, especially in the late 18th and early 19th 
centuries, when a number of plays and even an opera were written based on his 
illicit love affair with Bianca.132   
 While one might chalk such interest in their story up to Georgian-era 
titillation, modern scholarship regarding Francesco has not always painted a 
more objective or balanced image of the grand duke.  On the one hand, modern 
scholars have increasingly acknowledged Francesco as a scientist and patron; 
Berti goes above and beyond in describing him as possibly the most learned and 
refined patron in Europe.133  Even when mentioning him in passing, most 
scholars now refer to Francesco's interests in alchemy and the natural sciences 
along with his collecting habits.  However, a common undertone to these 
mentions of Francesco's interests remains that of suggesting that his scientific 
                                                          
131 Berti, Il principe dello studiolo, 12. 
132 Schaefer, 169-170. 
133 Berti, Il principe dello studiolo, 5.   Original Italian: "il mecenate cioè più colto e più raffinato, 
forse, dell' Europa del tempo." 
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and collecting practices were outside of his governmental duties, drawing his 
attentions away from his granducal role as hobbies in which he over-indulged.  
In particular his creation of the Galleria degli Uffizi reflects a general scholarly 
approach to Francesco's rule that trivializes his precedents as simply personal 
eccentricities.   Rather than recognizing the important precedents of cultural 
politics established during his reign, many scholars have characterized the 
gallery as more evidence of Francesco's escapism, if they mention it at all.  One 
scholar even laughs off this important museological precedent, attributing the 
creation of the gallery to the fact that Francesco was "eccentric" and "impatient 
with the problems of government."134   
 This treatment of Francesco's collecting decisions reflects his 
historiographical treatment overall.   His collecting, like his personal fascination 
with early modern science, has been misunderstood, with the prince historically 
depicted as a caricature -- a sinister, lonely, and sexually depraved figure, so 
obsessed with tinkering in his labs and collecting strange objects that he 
neglected the running of his government.   He was, in the words of one scholar, 
an “absentee grand duke.”135   Seemingly an individual who preferred to be 
either alone or with Bianca,136 Francesco is described in modern sources as 
                                                          
134 Luciano Berti, The Uffizi and the Vasarian Corridor (Firenze: Becocci, 1979), 5. 
135 Larry J. Feinberg, From Studio to Studiolo: Florentine Draftsmanship under the First Medici Grand 
Dukes (Seattle: University of Washington Press, 1991), 8-10. 
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"melancholic"137 and "anti-social,"138 suggesting the potential for dark deeds.   
 Indeed Francesco's personality has so shaped even the modern image of 
the grand duke that, even in the face of surprising evidence to the contrary, 
many scholars continue to describe him as a strange figure.  As part of the paleo-
pathological study of the Medici remains in the crypt of San Lorenzo initiated in 
2002, the scientists of the Medici Project uncovered and studied Francesco's 
bones.  In the report of their initial findings, their description of the second grand 
duke sounds both familiar and surprising.  By studying his skeleton, the Medici 
Project scientists determined that he was rather short (about 5'7", not surprising 
given contemporary standards and his surviving suit of armor in the Bargello, 
gloriously decorated but on the smaller side [Figures 1.27-1.28]), had a medium-
sized skull and narrow nose, and was a man of great physical strength.  This last 
descriptor clearly does not conform to the image of Francesco that the literature 
has created, a fact that the scientists themselves acknowledge.  They write that 
"this new data changes completely the traditional view of Francesco I as an 
intellectual sedentary scholar," 139 an image that Francesco himself perpetuated 
through his portraits.  Study of his remains revealed that Francesco was a 
habitual horseback rider, as his bones showed the same skeletal markers for such 
                                                          
137 Catherine Walsh, Renaissance Landscapes and the Figuration of Giambologna’s Appennino: An 
Ecocritical Analysis (PhD dissertation, Boston University, 2015), 236. 
138 Murphy, 92. 
139 Fornaciari, et al.,"The Medici Project: First Anthropological and Paleopathological Results." 
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activity as those of his father, a renowned equestrian.  While of course horses 
were the primary mode of transportation in 16th century Florence, even for a 
grand duke, the image of Francesco at ease in the saddle certainly does not 
accord with our expectation of a reserved, isolated prince tinkering in his labs.  
According to these findings, "on the contrary, Francesco evidently led a 
physically active life."140   
 While these scientific findings assist in creating a more complete picture of 
Francesco's lifestyle, the surprise that they elicit reflects the degree to which he 
has become a one-dimensional figure.  With far less attention devoted to his 
study than to the more well-known individuals of the main Medici branch or, in 
recent decades, to his father Cosimo, Francesco remains a figure about whom not 
a great deal is known, a condition that encourages assumptions.  A number of 
patterns emerge in the existing scholarship.  Francesco is typically described 
through the lens of his personality, which frequently takes one of two forms.  The 
first describes Francesco as an eccentric, obsessed with his labs and experiments 
instead of paying attention to affairs of state.  This mode of describing Francesco 
often includes a sub-text of either political absenteeism or implied mental 
                                                          
140 Fornaciari, et al.,"The Medici Project: First Anthropological and Paleopathological Results."  
This article firmly attributes his death to malaria, describing the rumors of arsenic poisoning as 
"certainly false" and noting that arsenic was often used as a substance in embalming, which may 
well explain any detected presence of arsenic in his remains.  The physical effects of his exposure 
to metals and chemicals in his alchemical experimentation also remains unclear and could 
possibly account for traces of substances found in his body. 
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instability.141  His preference for being alone or with his mistress, avoiding the 
company of his extended family and the court, has been interpreted as a 
symptom of an underlying mental illness.  While most scholars avoid directly 
suggesting that Francesco was insane, the intimation of a mental disturbance 
remains.  Larry Feinberg's description of Francesco's commissioning of his 
studiolo as "a fit of patronage both self-indulgent and practical"142 is as 
representative of this approach.  Rather than consider the personal and political 
motivations for and functions of such a space, Feinberg dismisses the purpose of 
the commission even as he begins an in-depth consideration of its arrangement.  
While he later describes the studiolo as serving for Francesco as a physical 
manifestation of his identity,143  Feinberg seems pre-programmed to think of 
Francesco as a prince outside of traditional narratives of Renaissance princely 
power and considers him as an aberration rather than representative of his time.   
As discussed in Chapter Two, Francesco's commissions for sites for the display of 
collections follows a long Medici tradition of such spaces, yet no scholar 
describes Lorenzo il Magnifico or Cosimo I as "self-indulgent" in commissioning 
their  own treasuries.144 
                                                          
141 Sometimes mental health concerns are not simply implied.  For example, Mary Hollingsworth 
describes Francesco as “depressive” in Patronage in Sixteenth-Century Italy (London: John Murray 
Publishers, 1996), 272. 
142 Feinberg, “The Studiolo of Francesco I Reconsidered," 47. 
143 Ibid., 2. 
144 Cosimo in fact commissioned at least three such spaces in the Palazzo Vecchio alone.  For more 
on Medici sites of collection before Francesco, see Chapter Two. 
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 In fact, Cinquecento accounts such as those of Simone Fortuna describe 
Francesco present both at court and in public with his family and appearing to 
enjoy himself,145 offsetting the modern view of Francesco as a possibly disturbed 
recluse.  Fortuna describes a night of singing and dancing as part of the wedding 
celebrations honoring Francesco's daughter Eleonora and her new husband, 
Vincenzo Gonzaga, later Duke of Mantua, at which Francesco "display[ed] great 
contentment."146  The next day, a calcio tournament was held in the newlyweds' 
honor, and although Fortuna notes that Francesco did not participate in the game 
because he was too fat, he still attended to watch the action.147  During the 
festivities he even stepped down off the viewing platform to distribute 
refreshments to the assembled gentlemen with his own hands, which Fortuna 
notes showed great familiarity.148  Fortuna's chronicle counters the image of 
Francesco as an anti-social recluse, showing him fulfilling his duties as both 
father of the bride and grand duke and even seeming to enjoy himself in the 
process.  Other contemporaries describe him as always polite and observant of 
the proper courtly decorum, perhaps a lasting effect of his time in Spain.  
                                                          
145 Simone Fortuna, Le nozze di Eleonora de'Medici con Vincenzo Gonzaga (Firenze: Successori Le 
Monnier, 1868), 9-10.  This account dates from April 1584 and will be discussed again in Chapter 
Three.   
146 Ibid., 9.  Original Italian: "Il Gran Duca ne mostra gran contento." 
147 Ibid., 10.  Original Italian: "Ma il Gran Duca per esser cosí grasso non giocó; sette a vedere."  
Around 1580, the Grand Duke, until then a rather lean man, became significantly heavier, and 
commentators from the 1580s describe him quite baldly as fat.   
148 Ibid.  Original Italian: "anzi porgendogli di sua mano, con notabile dimestichezza non 
solamente seco." 
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Fortuna reinforces this image of Francesco by describing him as always 
accompanying his guest and son-in-law Vincenzo Gonzaga with "singular 
humanity."149  Fortuna's mention of his personal distribution of refreshments at 
the calcio suggests that he could even be informal at times.  While he may have 
preferred to spend his time alone or with his most trusted confidantes, Francesco 
was clearly quite capable of appearing in public with the proper manners, and 
yet much scholarship disregards such accounts. 
 Another persistent reading of Francesco that this project seeks to challenge 
is succinctly articulated by Scott Schaefer in his dissertation on Francesco's 
studiolo, in which he describes him as "distinctly apolitical."150  Similarly, art 
historian and curator Caterina Caneva describes Francesco's experiments as 
activities that "drew him away from affairs of state."151  This strain dovetails with 
the characterization of Francesco as an isolated eccentric.  As this dissertation 
demonstrates, Francesco's collecting, often described as merely a hobby for the 
prince, in fact served both as personal pastime and as a political instrument 
                                                          
149 Fortuna, 7.  Original Italian: "il Principe [Vincenzo Gonzaga] sempre accompagnato dal Gran 
Duca con singolare umanitá." 
150 Schaefer, 170. 
151 Caterina Caneva, Power and Glory: Medici Portraits from the Uffizi Gallery (Philadelphia: The 
Pennsylvania Academy of Fine Arts, 2001), 13. 
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supporting Francesco's authority.152   
 Ultimately, any attempt to gain a full picture of the personality, character, 
and political rule of an individual who lived and died over 400 years ago 
remains a truly difficult enterprise, as any historian knows.  I am reminded of the 
ultimate impossibility of a perfect knowledge of Francesco by Holderbaum's 
description of Francesco and Ferdinando.  In a reversal of the roles typically 
assigned to the two brothers, he describes Francesco as an "easy-going 
intellectual"153 and Ferdinando as "much less simpatico"154 than his older brother.  
Is his description inaccurate or does he somehow manage to get it right where all 
other scholars have gone wrong?  In the end one probably cannot say for sure, 
suggesting the difficulty of precisely identifying personality, itself not fully 
separable from perception, at a distance of four centuries.   
 
Portraits of Francesco I 
 Captured from early childhood to full maturity in a series of state 
portraits, Francesco's public portraits offer insights into how he fashioned his 
image in the face of a degree of public distrust.  His state portraits are above all 
                                                          
152 One scholar who does acknowledge this connection is Alessandro Conti.  In his contribution to 
the catalogue of Medici holdings in the Palazzo Vecchio, he describes how under both Francesco 
and Ferdinando, collecting masterworks became associated with the prestige of the sovereign.  
Alessandro Conti, "Alle origine della galleria," in Palazzo Vecchio: committenza e collezionismo 
Medici. ed. Paola Barocchi (Firenze: Edizioni Medicee, 1980), 247. 
153 Holderbaum, 168. 
154 Ibid., 175.  As discussed more fully in Chapter Four, Ferdinando is usually described as affable 
and beloved, in contrast to Francesco's more isolated personality. 
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characterized by diversity, presenting Francesco through multiple modes 
compatible with authority.  With the exception of the granducal model, which 
emerges only in the final decade of Francesco's reign, Francesco appears in the 
personae of scholar and military leader throughout his life.  His appearance in 
multiple guises within a given time period reflects his strategy of multivalence, 
in that his portraits present the prince and later grand duke as multiple things at 
once.  When Francesco is presented as a political or military authority, that 
depiction was often tempered with another work representing him instead as a 
scholar, devoid of overt Medici or granducal symbols.  A steady progression 
from one typology to the next does not occur; instead, the portraits constantly 
shift in their representation of Francesco in one role or another.  The shifting 
nature of his portraits, which do not follow a clearly defined program, reflects 
the diversity of ducal portrait models across Italy in this period.  While we may 
believe that there are prescribed categories for how a ruler appears in early 
modern portraits, these models are in fact frequently difficult to apply to actual 
works of art.  Even within their diversity, Francesco's portraits as a whole feature 
a strong flavor of the scholarly, a visual manifestation of his self-fashioning as a 
learned individual and of the fact that knowledge, rather than hard military 
strength, had become the most powerful currency at the granducal court.    
 The variety of roles that Francesco adopts in his official portraiture reflects 
contemporary expectations of ducal portraiture, including that of previous 
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Medici rulers.  Alessandro il Moro, the last member of the original branch of the 
family, was depicted as both a scholar and artist in Pontormo's 1534-35 portrait 
(Figure 1.29) as he works on a female head in the difficult silverpoint medium, 
which he most likely had not himself mastered.  The most frequently copied 
image of Alessandro, however, remained Pontormo's portrait depicting the duke 
dressed in a black cape over a tunic of chain mail (Figure 1.30), accentuating his 
military role and suggesting his participation in direct combat.  Francesco's 
father Cosimo also commissioned portraits that depicted him both in his 
renowned military role, as we have seen in Figure 1.11, as well as non-military 
images, including the surprising Cosimo de' Medici as Orpheus (Figure 1.31), about 
as far from the battlefield an image could be.  While the very unusual imagery of 
the Cosimo as Orpheus remains a striking exception among Cinquecento ducal 
portraiture in Italy,155 Cosimo's portraits also depicted him in more traditional 
non-military roles, such as Alessandro Allori's portrait from the 1560s (Figure 
1.32), in which Cosimo appears not as a military leader but as an expensively 
attired, confident statesmen, adorned with the symbol of the Order of the Golden 
Fleece.  Emphasizing Cosimo's status, both financial and dynastic, this work 
asserts his authority without recourse to military imagery. 
                                                          
155 Bronzino's portrait of Cosimo as Orpheus compares most closely with another work by the 
artist, Andrea Doria as Neptune, dating from 1550-55 and today in the Brera.  For more on his 
unusual portrait of Cosimo, see Robert Simon, "Bronzino's Cosimo I de' Medici as Orpheus," 
Philadelphia Museum of Art Bulletin, vol. 18, no. 349 (Autumn 1985): 6-27. 
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 Outside of the Florentine context, other rulers employed a similar strategy 
of mixing martial portraits with images emphasizing their authority off the 
battlefield.  Vincenzo Gonzaga similarly alternated between official portraits 
asserting his legal and dynastic authority, such as his state portrait in coronation 
robes (Figure 1.33), and those by Frans Pourbus II and Jean Bahuet depicting the 
duke in fine armor (Figures 1.34 and 1.35.)  Whether in his ducal vestments or 
armor, Vincenzo is depicted dressed in sumptuous luxury, enfolded with richly 
embroidered fabrics and ermine fur or encased in a suit of armor skillfully 
embellished with intricate floral patterns and family insignia, giving these 
images, even when devoid of detailed settings, an element of the spectacular that 
Francesco's portraits do not attempt.  Vincenzo Gonzaga's portraits in armor also 
subtly allude to his political authority off the battlefield, with the inclusion of the 
Golden Fleece in the portrait by Pourbus' studio and Vincenzo's removal of his 
helmet in the Bahuet work, suggesting that the need for military readiness is 
past. 
 Similarly, among Francesco's portraiture, the three typologies in which he 
appears at times blend together, especially later in his life, when the grand duke 
increasingly appears as a scholar-sovereign or, as in his last portrait, as a 
granducal general, his most traditionally authoritative image (Figure 1.3.)   That 
Francesco's last portrait combines the roles of military ruler and peace-time ruler, 
similar to the blending of roles seen in the Pourbus workshop's portrait of 
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Vincenzo Gonzaga, could signal a temporal popularity in this model as the 
century drew to a close.  Created close to Francesco's death in 1587, the same 
year in which Vincenzo Gonzaga came to the throne in Mantua, this skillfully 
crafted portrait by Giambologna demonstrates that Francesco and his portraitists 
continued to participate in cutting-edge trends in Italian ducal portraiture.  This 
final work aside, the blending of personae in his portraits also serves to temper 
his assertions of authority, as the addition of the scholar mode to more overtly 
political images softens its message of Francesco's claims to personal power.  
Overall the corpus of Francesco's portraits balances between official images that 
depict him as a political authority and others that depict him devoid of indicators 
of his political position, visually reflecting the same strategic ambivalence 
towards political authority examined in subsequent chapters in his sites of 
collecting and display.  Given the apparent increase in public sentiment against 
his rule, Francesco's desire to temper the overt quality of his assertions of 
authority can be understood as a strategy to remind the populace of his dynastic 
right to rule while attempting to avoid an image of personal imperiousness.   
 Images of the adult Francesco depict him primarily as a well-dressed, 
somber gentleman, and he often appears as a sophisticated and wealthy scholar, 
seated at a table or desk in a darkened space with an object of contemplation, be 
it a text, statuette, or mechanical instrument.  He is infrequently depicted 
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carrying out his public duties.156  In the last decade of his life, his portraits depict 
him more magisterially, emphasizing his stateliness with more luxurious 
trappings and insignia such as the prestigious Order of the Golden Fleece.  This 
shift in emphasis in his portraiture does not directly correlate with his receipt of 
the title of Grand Duke at his father’s death in 1574, and perhaps visually 
manifests a change in Francesco’s political stability in the 1580s.  Intriguingly, 
this shift in Francesco’s self-fashioning correlates with the period in which he 
began the construction of the Galleria degli Uffizi, demonstrating the way in 
which Francesco’s presentation in portraits offers another avenue through which 
to consider the personal and political motivations that also drove his patronage 
of sites of collecting.  If it was indeed a perceived political weakness in the grand 
duke's position that motivated Francesco's later portraitists to depict him with 
greater emphasis on his elevated position, the foundation of the Uffizi as a 
showcase of Medici wealth, taste, and access could also have been motivated by 
the need to assert his authority. 
 As discussed, the earliest portraits of Francesco date to well before he 
himself was old enough to shape his public image.  Depicting him as heir, these 
portraits remind us of the courtly tradition of polished and aloof images that 
                                                          
156 The primary example of Francesco depicted engaging in his public duties is a series of small 
gilded narrative plaquettes designed by Giambologna to decorate an elaborate ebony studiolo for 
the Tribuna of the Galleria degli Uffizi, known as the Atti di Francesco.  Today the originals are 
held in the Museo degli Argenti at the Palazzo Pitti and the molds are displayed in the Bargello.  
For more on the Atti, see Langedijk, The Portraits of the Medici, 145, and Holderbaum, 173 and 276. 
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Francesco grew up understanding court portraiture to be.   From his earliest 
years, Francesco would have seen court portraits as images that transmitted 
messages regarding status and position far more than information about 
personality or interior psyche.  While he did not commission Bronzino's early 
portraits, these youthful images of the prince nonetheless shaped his 
understanding of the purpose of portraits, focusing on the exterior of the 
individual enacting his dynastic role.   Francesco's appearance in three primary 
guises throughout the corpus of his commissioned works shows his continued 
employment of the mode of portraiture that Bronzino made synonymous with 
the granducal Medici court.  Francesco's exposure in his youth to Bronzino's 
status conscious portraits taught the young prince that a portrait could 
communicate much about an individual's social position and still keep the 
viewer at an arm's length, elements that characterize most, if not all, of 
Francesco's portraits.  Revealing little about the prince's interior state, his 
portraits communicate Francesco's identification within a clearly-defined, self-
fashioned role.157  This section considers the portrait typologies introduced at the 
beginning of this chapter, representing Francesco as scholar, grand duke, and 
military commander, respectively.   
 Francesco's earliest commissioned portrait depicts him as a high-status 
                                                          
157 Contemporary viewers of Francesco's portraits would have, in particular, understood his 
military images as  products of self-fashioning, as Francesco never led troops.  No military 
operations of any significance occurred during his rule. 
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scholar and shows the lasting impact of Bronzino's position as court portraitist 
during the prince's childhood.  Bronzino's close pupil Alessandro Allori158 
created the first image of the adult Francesco, aged 19, in a portrait from around 
1560 that appears to derive to a degree from Bronzino's portrait of the prince for 
the Scrittoio di Calliope series.159  As discussed, this portrait introduces Francesco 
to the world of European politics by depicting him as a studious young man.   
Allori's portrait (Figure 1.1) derives the prince's costume from Bronzino's earlier 
image, with his embroidered red jacket with three buttons at the collar, lavish 
white undershirt, and braided leather or metal chain around his neck.  In the 
Allori portrait, this chain's function becomes clear as Francesco holds a portrait 
miniature in his hand, which he has removed from its chain around his neck.160  
This device varies slightly among the many copies made of Allori's work; in the 
Cracow image, for example, Francesco's pendant contains an image of his 
younger sister Lucrezia, who in 1560 he accompanied to Ferrara after her 1558 
marriage to Alfonso d'Este, presumably the reason for the inclusion of her 
                                                          
158 Bronzino raised Allori after the death of his father in 1540, when Alessandro was only 5 years 
old.  Their relationship remained so close that Bronzino is sometimes described as having 
adopted Allori; although it is not clear if this relationship was legally recognized, Allori 
occasionally signed his works "Alessandro del Bronzino Allori."  This late Renaissance artistic 
family would continue with the work of Alessandro's son Cristofano Allori. 
159 Allori's diary reports that he painted images of Francesco and his family up until 1584, and he 
would become the image maker to Francesco just as his master Bronzino had been for Cosimo.  
Langedijk, The Portraits of the Medici, 122. 
160 In the Bronzino work for the Scrittoio di Calliope, the cropped nature of the chain around 
Francesco's neck suggests that perhaps the image was based on an earlier, now lost, portrait of 
Francesco in which he wears an accessory around his neck. 
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portrait.161  Allori's portrait introduced the role of scholar to Francesco's portraits 
but also emphasizes his relationships within and in relation to illustrious Italian 
noble families; by including Lucrezia's image, not only is the viewer reminded of 
Francesco's Medici heritage but also of the dynasty's recent link by marriage to 
the Este, the oldest princely family in Europe. 
 Introduced in the first of his adult portraits of Francesco, the scholarly 
mode of representing Francesco was the most consistent, as images depicting the 
prince and later grand duke as a scholar continue, with some minor but telling 
variations, in works produced up to a few years before his death.  This regular 
return to his original mode of portraiture is, for example, evident in a work from 
1570 by Maso di San Friano (Figure 1.36), who also contributed to the studiolo 
decorations.  This image expands upon Allori's paintings of a scholarly Francesco 
in depicting him seated once again at a table in a darkened space.  As usual, 
Francesco wears an elaborately embellished costume with a white shirt collar 
visible and places a hand across a sword at his side.  A small marble statue rests 
on the table, perhaps an ancient goddess, although the subject is difficult to 
ascertain.  Francesco is now depicted as a collector.  While a particularly 
fascinating image given the subject of this dissertation, the depiction of Francesco 
as a collector remains a variation on the earlier scholarly model, with the subject 
                                                          
161 Lucrezia died in 1561, and with the precise date of the Allori portrait remaining unclear, it is 
also possible that her image is included in Francesco's portrait in remembrance. 
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of his contemplation altered from a text to a collected object.  While later images 
from the studiolo depict Francesco in action at the Casino di San Marco, this 
portrait is the first in which Francesco 's portraiture acknowledges his favored 
contemplative activities.  Maso merges the traditional presentation of Francesco 
as an erudite, high-status individual with the prince's personal and princely love 
of collecting, combining the political and the personal in a way that visually 
mirrors the way in which Francesco himself utilized collecting to a dual purpose. 
 In his final decade, even after the emergence of more traditional models of 
power in portraits of Francesco, the scholarly mode persists.   The earlier mode of 
representing Francesco as a learned patrician continues as before, but with the 
added flavor of increasingly royal attributes, a fine example of how the three 
distinct typologies in Francesco's portraits blend together later in his life.  For 
example, Francesco Morandini's portrait (Figure 1.37), dated between 1582 and 
the end of Francesco's life (perhaps before 1585 as it lacks the Golden Fleece, 
awarded to Francesco in July of that year), continues the earlier tradition 
established by Allori of depicting Francesco seated and contemplating a text, 
Pietro Andrea Mattioli's Commentarii in Sex Libros Pedacci Dioscoridis, which 
describes over 100 recently-discovered botanical species and their medical 
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applications.162  With an armillary sphere, both a symbol of wisdom and an object 
that Francesco would have owned, on the desk before him, Francesco perhaps 
ponders the interrelation of what he has just read with what he has experienced 
during his hands-on experiments with these plants in his laboratories; medicines 
and poison antidotes were among the products that Francesco created at the 
Casino di San Marco.   The page on which his hand rests describes the medical 
applications of nigella, which included both headache relief and paralyzing 
poison.163  The synthesis of active experimentation and quiet contemplation, the 
embodiment of the Renaissance idea of the activa/contemplativa balance, likewise 
assists in understanding the possible functions of Francesco's personal studiolo.  
The portrait by Morandini, who also painted the ceiling frescoes in the studiolo, 
continues this model of Francesco as a scholar but shifts that focus in the 
direction of scholar-prince with the introduction of a more elaborate costume for 
the grand duke.  He appears wearing a ruff, a relatively unusual accessory in late 
Renaissance Florence, and a robe edged with a generous fur trim.  No longer 
seated in a simple darkened space, the background is decorated with a green 
                                                          
162 For more on this portrait, see B. Nicolson, 'The Sandford Collection', The Burlington Magazine, 
XCVII, no. 628 (July 1955): 214.  The work sold at auction at Christie's London in 2012 for just 
over $250,000. 
163 Elizabeth Pilliod, catalog entry for lot #35, Christie's London sale  5964, Old Master and British 
Paintings Evening Sale, December 4, 2012.  Accessed January 31, 2016.  
http://www.christies.com/lotfinder/paintings/francesco-morandini-called-il-poppi-portrait-of-
5639287-details.aspx?from=salesummary&intObjectID=5639287&sid=40f42ae9-ca5e-4c24-8b52-
cf9a44ac41cf.  For more on Morandini, see Alessandra Giovannetti, Francesco Morandini detto il 
Poppi: i disegni; i dipinti di Poppi e Castiglion Fiorentino (Poppi: Biblioteca Comunale Rilliana, 1991.) 
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fabric swag.  These suggestions of aristocratic status are made explicitly royal in 
a similar work by Simone Pulzone's studio (Figure 1.38), which depicts Francesco 
again seated at a desk, this time reading a letter and wearing a robe embellished 
with an enormous ermine trim.  The model of presenting Francesco as a scholar 
continues, but he no longer appears as a generally well-to-do, erudite individual; 
now, he appears as a sovereign engaged in scholarly activities. 
 Francesco's depiction as a specifically granducal scholar accords with 
Cinquecento expectations of the ideal prince.  Applying the Renaissance ideal of 
the balance between the vita activa and vita contemplativa to the specific role of the 
ruler, in Book 4 of Il Cortegiano, Castiglione writes that  
princes ought to lead both kinds of life, but more especially the 
contemplative, because this in them is divided into two parts: one 
consists in seeing rightly and in judging; the other in commanding 
reasonable things (justly and in the proper manner) in which they 
have authority... The contemplative life ought to be the goal of the 
active as peace is of war and as repose is of toil.164 
 
Francesco's portraits depicting him not simply as a scholar but as a one who is 
also the grand duke of Tuscany reflect Castiglione's belief that good princes 
require a slightly different balance between the active and contemplative 
elements of life as their authority demands that they exercise the best possible 
judgment.  Francesco's personal commitment to the proper active/contemplative 
                                                          
164 Baldassare Castiglione, The Book of the Courtier. ed. Daniel Javitch (New York: W.W. Norton 
and Company, 2002),  225. 
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balance, or at least to the ideal in principle, is further explored in Chapter Two 
through the intellectual joining of his studiolo to the workshop activities of the 
Casino di San Marco.  Francesco appears to have been a prince who strove for 
the ideal balance; while he appears in the historical record as a withdrawn and 
overly ruminative individual, perhaps leaning too far towards the contemplative 
end of the spectrum, forensic analysis of his remains revealed that Francesco 
spent many hours in the saddle and was in good physical fitness.  Francesco's 
studiolo, his experimental activities at the Casino, and the record of his lifestyle 
left by his mortal remains, demonstrate that Francesco practiced this Renaissance 
ideal.   The appearance of the sovereign-scholar mode in his portraits may be his 
attempt to communicate his proper princely devotion to the vita contemplativa.   
 The addition of more traditional royal attributes to the scholarly model 
reflects a second mode of portraiture, one that emerged relatively late in 
Francesco's life and reign.  During the last years of Francesco's life, his portraits 
move away from the extremely controlled and highly polished courtly 
Mannerism of Bronzino and Allori as artists new to the Florentine scene found 
Francesco a receptive patron.  Francesco's lifelong preference for darker settings 
took on a less highly finished effect as artists such as Hans von Aachen and 
Scipione Pulzone receive important granducal commissions.165  These 
                                                          
165 Malcolm Campbell, “Review of The Portraits of the Medici by Karla Langedijk.” The Burlington 
Magazine, vol. 127, no. 987 ( June 1985): 388. 
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commissions, typified by a work by Pulzone from around 1585 (Figure 1.2), 
represent Francesco more magisterially and usher in the typology of his 
granducal portraits.  Works in this category depict Francesco with more 
traditional symbols of his political authority and represent him as a more 
imposing presence.   In Pulzone's painting, likely commissioned to celebrate 
Francesco's induction into the Order of the Golden Fleece, Francesco wears the 
ceremonial golden sheepskin on a chain and even places his hand on it to draw 
the viewer's attention.  This almost protective gesture directs the viewer's eye to 
the insignia and challenges the image of Francesco as so withdrawn as to care 
little about the world of European politics.166  Membership placed him in the 
most prestigious chivalric order in Europe, an honor that his father also enjoyed, 
enhancing the Medici dynasty's image as the grand dukes slowly formed a new 
history of participation in the upper echelon of the European political 
aristocracy.  This image of Francesco would become his best-known depiction in 
the decades immediately following his death and served as the model for Peter 
Paul Rubens' portrait of Francesco in his celebrated cycle for the grand duke's 
daughter, Marie.  Pulzone's portrait reflects the later stage of Francesco's 
portraits more widely, as the Grand Duke appears with more traditional and 
                                                          
166 The scholarly trend of reading Francesco as an inferior monarch extends even to 
interpretations of his receipt of the Golden Fleece; Landejik comments on the "the childish 
gesture with which he is drawing attention to the mark of honor he has just received."  Langedijk, 
The Portraits of the Medici, 123. 
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overt symbols of power.  In his later years he almost always appears wearing a 
fur-lined robe, sometimes decorated on the breast with the red cross of the Order 
of St. Stephen.  Even in images that adopt the scholar model, his clothing reflects 
his granducal status through the opulent application of fur edging.  In Pulzone's 
painting and in copies after it, this fur trim is ermine, traditionally associated 
with sovereigns.  Pulzone's Uffizi painting also depicts the Grand Duke in a 3/4 
length, rather than the seated half-length in which he often appears as a scholar, 
physically enlarging his representation, which not only matched the physical fact 
of Francesco's increasing girth but, more significantly, creates a represented 
Francesco whose physical size reflects his embrace of more overt symbols of 
authority.167   
 Hans von Aachen's portrait of Francesco (Figure 1.39) also dates to 1585 
and presumably was also commissioned to celebrate his receipt of the Golden 
Fleece, depicted hanging around Francesco's neck.168  Although he paints the 
Grand Duke seated, von Aachen's portrait offers perhaps the most convincingly 
                                                          
167 For more on Scipione Pulzone's work for multiple European courts, see the exhibition catalog 
Scipione Pulzone: da Gaeta a Roma alle Corti europanee.  eds. Alessandra Acconci and Alessandro 
Zuccari (Roma: Palombi & Partner, 2013.) 
168 Given that Francesco received the Golden Fleece early in July 1585, von Aachen's painting was 
presumably painted in the summer of the same year.  The work's warm glow and loose handling 
are characteristic of his works produced in Venice.  The artist is documented in Venice in 
September 1585, and it is possible that, after beginning the portrait in Florence,  he completed the 
work in Venice and sent it to Florence, as he may have similarly done with his portrait of 
granducal goldsmith Jacopo Bylivelt.  Von Aachen left Italy for Germany by 1590 and eventually 
settled in Prague as court portraitist to Rudolf II.  Bernard Aikema, catalog entry, in Hans von 
Aachen (1552-1615): Court Artist in Europe. ed. Thomas Fusenig (Berlin: Deutscher Kunstverlag, 
2010), 133. 
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authoritative image of Francesco, demonstrating the German artist's considerable 
skill in creating portraits that, with their painterly style, give the appearance of 
quick execution and representational truthfulness.169  Von Aachen's portrait of 
Francesco was the artist's first experience in official court portraiture,170 
demonstrating the Mannerist history painter's ability to code-switch between 
modes of representation.  The illusion of immediacy in his portrait presents the 
grand duke as fully confident in his role as absolute ruler.  Seated in front of an 
opulent red velvet swag, Francesco embodies restrained but forceful governance 
as he gestures to something outside the frame; although we cannot tell his 
purpose, he clearly gives a command.  Dressed in a shining black satin jacket 
embellished with either embroidery or pin-tucked details, Francesco's body is 
encircled by a fur stole that he partially sits upon.  Although somewhat bloated, 
Francesco's visage communicates firmness and control, along with a degree of 
fatigue; von Aachen's seeming faithfulness to reality in Francesco's face 
convinces the viewer that he truthfully depicts the grand duke's air of authority.  
Von Aachen adapts the earlier model of Francesco as the seated scholar to 
suggest absolute power rather than scholarship.  As the sovereign, Francesco sits 
while his subjects stand in his presence.  Painted with warm colors and a far 
                                                          
169 Karel van Mander mentions Hans von Aachen's portrait of "Franciscus, Duke of Florence" in 
his famous Schilderboek of 1604.  See Karel van Mander, Lives of the Illustrious Netherlandish and 
German Painters. ed. Hessel Miedema (Doornspikj:, the Netherlands: Davaco, 1994), 419. 
170 Karl Schütz, "Portrait Painting," in Hans von Aachen (1552-1615): Court Artist in Europe. 57. 
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greater depth of chiaroscuro than any previous portrait of the grand duke, von 
Aachen's work introduces a new visual richness to Francesco's portraiture that is 
mirrored in Giambologna's contemporary portrait bust (Figure 1.3.)171  The use of 
a foreign artist suggests a desire to find a new visual vocabulary for Francesco's 
portraits.  Ultimately it seems Francesco's experiment with the German artist was 
not satisfactory, as von Aachen left Florence in the middle of 1585,172 having only 
produced one image of the grand duke.  With Francesco's death in 1587, any 
major stylistic changes in his representations that these works may have 
intimated remained truncated.  
 Like the scholar mode, the third typology of Francesco's portraiture, that 
of the military commander, appears throughout Francesco's time in government.  
It appears to have been utilized at moments when Francesco's political authority 
might be perceived as weakened.  The military mode emerges at key moments of 
political transition with works such as Poggini's militaristic bust of Francesco at 
the time of Cosimo's abdication and Pastorino's medal celebrating Francesco's 
assumption as grand duke, which dresses Francesco in a fanciful costume 
inspired by both ancient dress and military armor.  Francesco's last state portrait 
continued this pattern, depicting the grand duke in the years before his death in 
                                                          
171 Von Aachen's portraits from this period reflect his connection to the growing expatriate 
presence at  the granducal court, as he painted portraits of the Flemings Bylivelt and 
Giambologna and of Jacopo Ligozzi, recently arrived from his stay at the Habsburg court in 
Vienna.   
172 Landedijk, 123. 
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the most overtly militaristic image in his body of portraits.  Designed by 
Giambologna between 1585 and the grand duke's death in 1587, this bronze bust 
was cast 1611 by the artist's assistant Pietro Tacca (Figures 1.3 and 1.40.) 
Although neither subject nor artist lived to see the completed work, 
Giambologna's work suggests that Francesco may have perceived an increased 
need to assert his political authority in the 1580s, as the grand duke appears in 
this bust not only wearing the Golden Fleece but also in armor.  His chest 
enlarged by his breastplate, golden chain, and swath of beautifully-cast fabric, 
Francesco appears as a robust and physically impressive military commander, 
despite his turn towards the overweight at this late date in his life.  With his head 
held high and a resolute set to his mouth, Francesco, who now sports a full 
beard, looks very much like another great Medici military hero, Cosimo I.  
Assuredly this resemblance is not simply his genetic heritage but a conscious 
parallel drawn between Cosimo's renowned strength and harsh justice and his 
son's rule.  Francesco's death shortly after Giambologna completed the design for 
the bust ended Francesco's reign without the realization of a direct challenge to 
his authority, but the change in the overt embrace of authority in his later works, 
including those adopting the granducal and military modes, suggests that he 
believed in the necessity of such  assertions.    
 While the most splendid example of Francesco's military portraits came at 
the end of his life with Giambologna's bronze, the mode appeared throughout 
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his political life.  Along with the sculpted works mentioned above and Allori's 
full-length armored painting, one additional military form proliferated, that of 
portrait busts of the prince and later grand duke placed above the entryways of 
the homes of his supporters.  These busts of Francesco, which one can think of as 
a early form of the campaign yard sign, began to appear in the 1570s,173 after 
Cosimo's move towards retirement.  This form of homage and association began 
under Cosimo and constituted a change in the form of decoration used to mark a 
residence as pro-Medici, replacing the earlier painted or sculpted palle insignia.174  
Busts erected under Cosimo and Francesco sometimes included painted 
decorations,175 such as those still partially visible on the facade of the Palazzo 
Benci (Figure 1.41.)  Vincenzo Borghini mentions at least five busts of Francesco 
sculpted by Giovanni Bandini, although the total number may well have been 
more.   Serving as visual evidence of a household's loyalty to the grand duke, 
these busts represent him in either ancient drapery or armor, advertising a given 
household's support of Francesco and asserting his political authority to any 
passing citizens who doubted his right to rule.  Given Francesco's occasionally 
shaky public support, one can imagine that households may not always have 
leapt at the chance to display the somewhat unpopular grand duke's image. 
                                                          
173 Langedijk, The Portraits of the Medici, 124. 
174 Ibid.  A bust of Cosimo remains in situ over the entryway to the Palazzo Uguccioni on the 
Piazza della Signoria. 
175 Ibid. 
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 One bust still in situ offers a good example of both the visual effect of an 
installed bust and the network of relationships that its display demonstrated.  
Bandini's bust over the entry to Palazzo Benci (Figures 1.41-1.42) exemplifies the 
appearance of public busts under both Francesco and Cosimo (compare with 
Figure 1.43, the bust of Cosimo at Palazzo Uguccioni, which appears very 
similar, even down to the details of the faces.)  Depicting Francesco in ancient-
inspired attire, including a draped garment across the chest, and with a socle 
decorated with ram's heads, Francesco's zodiac sign of Aries, the bust clearly 
marks the palazzo as occupied by Francesco partisans.  The bust must date to after 
Francesco's second marriage in 1579, as one contemporary chronicler records its 
installation as a gesture of thanks to Bianca Cappello after she secured a job for a 
member of the Benci family.  Although Francesco would have been in his 40s 
when the bust was installed, Bandini's depiction shows him as a mature but 
idealized figure with a fine physique and intent gaze.  At a glance, Francesco's 
portrait could easily be confused with one of Cosimo.  The individual person of 
Francesco appears subsumed within the larger identification of the figure as 
simply one of authority, a powerful Medici grand duke rather than the specific 
personage of Francesco de' Medici.  While asserting his authority, Francesco 
subtly shifts focus off of himself, instead articulating authority through dynastic 
power rather than an individual right to rule.  Just as the earlier display of the 
Medici palle on a building did not refer to a specific family member but 
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indicating Medici partisanship in general, the public busts of Francesco 
communicate support of the Medici grand duke, whoever that happened to be at 
the time.  That these busts were paid for by the individual family but most likely 
were based on an official court-approved model (perhaps the earlier bust of 
Cosimo as seen at Palazzo Uguccioni, updated to reflect Francesco's facial 
features) suggests Francesco's satisfaction with public portraits that made as little 
reference to him as a portrait bust can, and accords with the interpretation put 
forward in the following chapters of this dissertation that Francesco preferred 
assertions of political authority that distanced his Medici position from Francesco 
the individual. 
   
 Francesco's portraits, with their repeated depiction of him in the guise of 
scholar, grand duke, and general, establish two factors necessary for any 
consideration of the second grand duke's life, reign, and commissions.  Firstly, 
they demonstrate his continued employment of many elements of his father's 
reign.  Whether continuing Cosimo's tax policies or commissioning portrait busts 
with a striking similarity to the first grand duke, Francesco remained a ruler 
inherently comfortable with the status quo, consolidating and maintaining the 
workings of the machine of state created by his father.  His conservative political 
nature and desire to link his own rule to earlier Medici illustri encouraged his 
reliance upon earlier precedents for both his reign and his artistic commissions.   
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Evident in much of his portraiture, this continuation of earlier Medici models 
also played a part in his collecting of art and objects of wonder and in his 
political use of the display of those collected objects, examined in the ensuing 
chapters.   
 Francesco's sites of collecting and display also reflect his embrace of an 
multivalent approach to power, which is also manifested in his portraits.  Taken 
as a whole, his portraits demonstrate the assertion of political authority expected 
and perhaps required of a late Renaissance ruler to maintain his hold on power, 
complete with ancient and military trappings.  However, they simultaneously 
temper such projections of authority with images of Francesco as an erudite 
scholar, playing upon the prestige associated in the Renaissance with learning 
and scholarship, using cultural and social associations rather than physical 
power to assert his right to rule.  These nuanced cultural assertions of authority 
reflect Francesco's strategic embrace of multivalence in his sites of collecting and 
display at the Palazzo Vecchio and the Uffizi.   
 The following chapter examines this strategy of employing cultural 
associations drawn from Francesco's personal interests to assert power in the first 
of his most significant sites of collecting and display, his personal and deeply 
private studiolo in the Palazzo Vecchio.  As his portraits show, Francesco most 
frequently chose to be presented to the world as a scholar; his preference for this 
mode of portraiture suggests his personal affinity with the role and its efficacy as 
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a contemporary signifier of political authority.  Communicating the right to rule 
through the cultural meanings of taste, knowledge, and order, one could well 
argue that Francesco's studiolo serves as a most convincing portrait of the second 
grand duke of Tuscany.176 
 
  
                                                          
176 Indeed, Luciano Berti's selection of "Il principe dello studiolo" as his title for his book on 
Francesco appears to make this argument. 
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CHAPTER TWO 
THE STUDIOLO OF FRANCESCO I: REFUGE AND AUTHORITY 
 
 As we have seen in Chapter One, Francesco ruled Florence more or less 
capably for two decades, employing the training in governance and diplomacy 
that had begun in his teenage years.  Inclined towards solitude and preferring 
the company of his own thoughts, Francesco seems likely to have naturally 
gravitated towards the environment of studious retreat provided by a personal 
studio; however, as someone groomed from his earliest years for the very public 
role of grand duke, Francesco strategically employed the associations of 
erudition, patrician values, and Medici tradition in this site.  Building upon the 
inherent tension between the relative privacy of the space and the fact that its 
opulent decoration and impressive collection of rare and exotic objects would 
have been widely known at court, Francesco employed the strategy of 
ambivalence discussed in the Introduction, creating meaning through the 
studiolo's negotiation of the personal and the political.  As at the Uffizi, the 
studiolo's concurrent but potentially conflicting meanings resulted in a space that 
served the dual purpose of outwardly projecting granducal authority while 
simultaneously providing Francesco a personal environment in which to 
synthesize his hands-on, active discoveries at the Casino di San Marco with 
contemplative consideration of those same natural forces embodied in works of 
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art and wondrous objects.   
 This chapter examines the earlier of Francesco’s two major sites for the 
display of a collection, his Palazzo Vecchio studiolo (Figure 2.1.)  Serving for 
Francesco as both a personal retreat and as a statement of his political authority, 
the studiolo operated as an multivalent space, simultaneously two things at once 
that worked together to produce meaning.  As an embodiment of Francesco's 
strategy of multivalence, the studiolo established the confluence of meanings that 
would be writ large in the later Galleria degli Uffizi.  This chapter will unpack 
those meanings by considering Francesco’s commission in light of contemporary 
understandings of the meanings of a studiolo and in relation to the strong 
tradition of display rooms created by Medici rulers.   
The studiolo was constructed for the prince between 1570 and 1575 by 
Giorgio Vasari and his assistants as part of the larger renovation and remodeling 
of the Palazzo Vecchio.177  Francesco directed Vasari to design the space in the 
winter of 1569-70.  Vasari then turned to the celebrated humanist Don Vincenzo 
Borghini, prior of the Ospedale degli Innocenti and head of the newly-created 
Accademia del Disegno, to assist him in the creation of the room’s invenzione, or 
overall theme and design plan, which centered on the relationship between the 
                                                          
177 For more on the specific artists and craftsmen involved in the carpentry and iron work of the 
construction (regarding the cabinet doors, hinges, etc.), see Conticelli, 53. 
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creative powers of Man and Nature, a relatively common early modern topos.178    
Borghini had previously worked with Vasari in designing other Palazzo Vecchio 
sale, including the Sala di Gran Consiglio.  The studiolo's practical function was 
that of organizing and storing the prince’s collection of natural wonders.  Until 
recently, no inventory was known to document what specific objects were 
displayed in the studiolo,179 and scholars studying the space have used letters 
exchanged between Borghini and Vasari to surmise the kinds of objects that were 
intended for the studiolo's cabinets, or armarii, primarily objects that 
demonstrated the creativity of nature, one of the central themes of the studiolo’s 
decorations.  As explained below, my 2014 discovery of an inventory from 1574 
that documents the types of objects contained in each cabinet both confirms these 
assumptions and indicates that a wider range of objects was stored in the room 
than was previously thought.  This inventory also suggests that the relationship 
between cabinet decoration and the objects stored within was perhaps less direct 
than has been previously assumed.  Although the specific individual objects 
                                                          
178 While Giovanni Poggi, as part of his research related to the reconstruction of the studiolo in 
1910, identified the archival documents relating to Borghini's development of the studiolo's 
program and the construction of the space in the early 1570s, he did not utilize the documents in 
his reconstruction.  In the 1980s, the documents were tracked down by Paola Barocchi and 
transcribed and analyzed by Michael Rinehart  in "A Document for the Studiolo of Francesco I," in 
Art the Ape of Nature: Studies in Honor of H.W. Janson. eds. Moshe Barasche and Lucy Freeman 
Sandler (New York: Harry Abrams, 1981.)  See p. 276 in particular for Rinehart on Borghini's 
original description of the invenzione.  Conticelli devotes Chapter Three of her book on the studiolo 
to Borghini's invenzione. 
179 Conticelli, 8 and 59. 
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stored within the studiolo cannot be reconfigured, even in light of this new 
archival evidence, the space itself has been reconstructed and appears to us 
today almost as it would have to the prince in 1575.180  In 1910 the paintings and 
sculptures created for the studiolo were tracked down and reinstalled in the space 
by Giovanni Poggi and Alfredo Lensi, director of the Bargello and the Ufficio di 
Belle Arti di Comune, respectively.181  While scholars debate the precise 
arrangement of the individual paintings on the walls,182 the entire suite of almost 
40 paintings and sculptures has been reinstalled in the space, a nearly miraculous 
recovery given the vicissitudes of art dispersion over the centuries.  The studiolo 
thus offers the historian a rare opportunity to view the space very close to how it 
would have appeared to its patron and sole user.   
Even today, the visitor is immediately dazzled by the profusion of 
decorations that adorn the small space, which measures roughly 26 by 10 feet.  
The assertion of taste, wealth, and status that the space projected in the 
Cinquecento is still legible today, as the studiolo reminds modern-day visitors to 
                                                          
180 For more on attempts to reconstruct Renaissance studioli faithfully, see The Age of the Marvelous. 
ed. Joy Kenseth (Hanover, New Hampshire: Hood Museum of Art, Dartmouth College, 1991.) 
181 The only works that had remained in situ after the room was dismantled were the ceiling 
frescoes by Francesco Morandini.  For more on the 1910 reinstallation, see Conticelli, 73-75.  For a 
history of the works after their transfer out of the Palazzo Vecchio, see Conticelli, 67-73.  Lensi 
also oversaw a restoration of the studiolo in 1953-54.   No changes were made at that time to the 
arrangement of the works within the space; the project consisted of adjustments to the 1910 
installation, restoration of the paintings, and the installation of new wood paneling.   
182 Scott Schaefer (1976), Larry Feinberg (2002), and Karen Edwards (2007) present distinct models 
for the proper arrangement of the paintings, all of which differ from the current installation.  
Michael Reinhart also proposes his own arrangement in "A Document for the Studiolo of 
Francesco I," 276. 
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the Palazzo Vecchio of the grandeur of the Medici court.  The historian looking 
into the studiolo can imagine the prince himself within the space, stepping back 
from public visibility to study his extraordinary objects and ponder the world's 
forces.  The small dimensions of the studiolo immediately convey that this was a 
space meant for the prince alone, with only a few exceptions.   This chapter 
investigates this inherent tension that Francesco’s studiolo encapsulates, that 
between retreat and authority, and how the space between these extremes 
produced Francesco's strategy of multivalence. 
 
The Studiolo’s Configuration in Light of Recent Archival Evidence 
Francesco’s studiolo is located on the second floor of the Palazzo Vecchio, 
adjacent to, but not originally accessible from, the Salone dei Cinquecento, which 
served as the ceremonial hall of state (Figure 2.2.)  Visitors to the building today 
can visually observe that it is Cosimo's mark remaining on the Palazzo Vecchio 
as the result of his multi-decade renovation and redecoration, with most of the 
artistic elements commissioned under his aegis and even the name of his wife, 
Eleonora, decorating one of the rooms.  Francesco's interventions on the 
building, by contrast, were concentrated in the studiolo.183   
The relationship between Francesco's studiolo and Cosimo's massive 
                                                          
183 Even within the studiolo the only traditional portraits of the Medici family that remain are 
those of Francesco's parents, reflecting both his general preference for avoiding the limelight and 
the enduring importance of Cosimo as the founder of the grand duchy. 
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overhaul of the Palazzo Vecchio is that of a foil, as the studiolo's physical 
adjacency to the expansive Salone dei Cinquecento offers context to 
understanding the function of the study room.  For any consideration of the 
relationship of opposites established by the Salone and the studiolo, it is 
important to bear in mind that during the 16th century, the two rooms were not 
directly linked (see Figure 2.3 for modern-day entrance to studiolo via Salone.)  
While today visitors to the Palazzo Vecchio enter the studiolo from the Salone, in 
Francesco's day there was no door.  Therefore a straightforward interpretation of 
the studiolo as a kind of direct escape from the public space of the Salone remains 
unsupported by the building itself.  A more productive means of thinking about 
these two spaces, located very near to one another but fundamentally different in 
both scale and function, is to consider them as two modes of expressing princely 
responsibilities, as well as the complicated nature of the concept of "public" for 
an early modern ruler.  Although nearly opposite in dimensions and access, the 
Salone and the studiolo were both spaces in which Francesco, as duke and later 
Grand Duke, enacted his princely responsibilities and prerogatives, both public 
and more personal.   
The decorative programs of the two rooms illustrate this distinction.  The 
Salone dei Cinquecento is a sprawling public hall associated with Florentine 
governance since its construction in 1494 to serve as the meeting space of the 
Consiglio Maggiore, Florence's ruling council with 500 members, from which the 
114 
 
 
 
space gained its name.  The symbolic and bureaucratic heart of the Tuscan state, 
the Salone served as the imposing location of the court’s interaction with the 
public.  Here the Grand Duke received visiting ambassadors and dignitaries, 
heard citizen’s requests and petitions, and resolved legal disputes in a massive 
space decorated to reinforce the might of Tuscany.  Vasari’s frescoes for the 
Salone depict the great military victories of Florentine history, announcing in no 
uncertain terms the physical dominance and hegemony of the Tuscan state with 
roiling, crowded compositions.  Unequivocally declaring the power of the state, 
the Salone's frescoes depict military victories over, among other territories, 
Siena184  (Figure 2.4) and Pisa (Figure 2.5), Florence's contentious neighbor and 
valuable port, 185 respectively, celebrating the city's dominance of the 
surrounding territory with highly populated compositions that suggest 
Florence's endless reserves of military power through the depiction of countless 
figures, at times represented only as rows of shining helmets, their individual 
identity reduced simply to that of soldier (Figure 2.6.)186 
By contrast, the paintings of the studiolo, taken as a whole, channel the 
                                                          
184 This fresco features the green flag labeled with the words "cerca trova," which Maurizio Seracini 
controversially suggested could indicate the preservation of elements of Leonardo's Battle of 
Anghiari behind the frescoed wall.   
185 Until the construction of Livorno in the 16th century under Cosimo and Francesco, Pisa served 
as Florence's access to the sea via the Arno. 
186 Vasari describes his own work in the Salone in his Ragionamenti, an explanation of the 
decorative program of the Palazzo Vecchio published posthumously by his nephew in 1588.  
Vasari structures the descriptions of the paintings as a dialogue between himself and Francesco, 
who was prince regent at the time of its composition.  For Vasari's description of the Salone dei 
Cinquecento, or "sala grande," in his words, see Giorgio Vasari, I Ragionamenti (Pisa: Présso 
Niccolò Capurro, 1823), 217-227. 
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great human energy and activity of the Salone frescoes away from scenes of 
military dominance and wartime destruction towards a very different goal: 
production, be it intellectual or physical.  The many human figures represented 
in the room's paintings, both on the cabinet doors and in the register above, work 
just as feverishly as those at battle in the Salone, but their focus instead is on 
discovery of new technologies and the application of these forces towards 
creation, reflecting Francesco's personal interest in natural philosophy and the 
studiolo as a site for the contemplation of the earth's productive forces.  Not only 
do the paintings celebrate Nature's powers of creation, such as Girolamo's 
Macchietti's The Baths of Pozzuoli (Figure 2.7), where natural minerals provide 
medicinal benefits to humans, or Santi di Tito's The Sisters of Phaeton (Figure 2.8), 
a representation of the mythological tale of sisters who turned into trees as a 
result of their deep grief, but, even more frequently, celebrate the ability of 
humans to adapt Nature's creations for their own use.  Many of the works depict 
humans working together to gain access to or to improve upon Nature's 
products, a productive foil to the destructive conflict represented in Vasari's 
Salone frescoes.  Works such as Maso da San Friano's Diamond Mining (Figure 
2.9), Francesco Morandini's Bronze Foundry (Figure 2.10), and Alessandro Fei's 
The Goldsmith's Workshop (Figure 2.11), among others, depict many individuals 
working together to enhance Nature's productive capacities through Art.  This 
idealistic view of humanity celebrates the Tuscan state for its rich natural 
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resources and human industry, 187 demonstrating Florence's peacetime power in 
contrast to the military power of the state glorified in the Salone.    
The room forms a physical bridge between the large hall of state and the 
prince’s apartments, which originally included his personal bedchamber and 
assorted other private rooms (Figure 2.12.)  The room directly adjacent to the 
studiolo served as Francesco's bedchamber, as referenced in a 1571 letter from 
Borghini to Vasari.188  In locating the studiolo adjacent to and accessible from his 
personal apartments, and his bedchamber in particular, Francesco followed the 
advice of a number of Renaissance thinkers regarding the proper location for a 
personal study.  Leon Battista Alberti, Paolo Cortesi, and Francesco di Giorgio 
recommend placing studioli near their owners’ most personal spaces, primarily 
                                                          
187 Thank you to Michael Zell for observing that the location of the shop depicted in Fei's painting 
appears to be the piazzale of the Uffizi itself.  The relationship between this image and the dating 
of the transfer of the court workshops from the Casino di San Marco to the west corridor of the 
Uffizi requires further consideration. 
188 Harvey Hamburgh also states that this bedroom was decorated with a painting by Stradano, 
The Dream of Solomon.  See Harvey Hamburgh, "Naldini's Allegory of Dreams in the studiolo of 
Francesco de' Medici," Sixteenth Century Journal, vol. 27, no. 3 (Autumn, 199): 704.   Janet Cox-
Rearick notes that the suite, including the bedchamber, served as Cosimo's private apartments 
when he lived at the Palazzo Vecchio, and it is not surprising that Francesco would have used the 
suite for the same purpose.  Janet Cox-Rearick, Dynasty and Destiny in Medici Art (Princeton: 
Princeton University Press, 1984), 283. 
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the bedchamber.189     
When constructed, the studiolo was accessible only via secret doorways 
hidden behind the cabinet doors, one leading directly into the grand duke’s 
private residence (Figure 2.13.)  Although centuries of remodeling have obscured 
much of the late 16th century plan of the Palazzo Vecchio, scholars working on 
the studiolo have reached a consensus regarding its secret passages.  Originally 
four false cabinet fronts would have concealed doors, which opened into three 
different passages.  Two doors in the studiolo’s north wall, concealed by Santi di 
Tito’s Hercules and the Discovery of Tyrian Purple and Lorenzo della Sciorina’s 
Hercules and the Dragon in the Garden of the Hesperides, led to a passage to the 
Tesoretto, a small secret display room constructed 1559-62 under Cosimo I.190  
Also designed by Vasari working with Borghini, this tiny room was used by the 
first grand duke as one of his many studii, most likely as a guardaroba to store 
precious objects; under Francesco, the room appears to have been used for a 
similar purpose, thus making it entirely appropriate that it would be linked to 
                                                          
189 Schaefer, 113.  In this regard, Francesco's studiolo accords with the prescriptions put forward by 
Paolo Cortesi in his De Cardinalatu (1510), when he states that the room used for study at night 
(referred to in his Latin text as a cubiculum lucubratorium, presumably a studio) should be situated 
adjacent to the bedchambers as one should alternate study with sleep.  He also implies that the 
night study should be near to the auditorium, or reception hall, so that listening devices can be 
employed surreptitiously.  However, there is no evidence to suggest that such devices were used 
in Francesco's studiolo.  Cortesi says that a gem room should be located directly above the night 
study, possibly linked by a staircase.  In the Palazzo Vecchio, the tesoretto, used to store precious 
objects, was directly below the studiolo via a staircase and passageway.  Kathleen Weil-Garris and 
John D'Amico, The Renaissance Cardinal's Ideal Palace: A Chapter from Cortesi's De Cardinalatu 
(Rome: Edizione dell'Elefante, The American Academy in Rome, 1980), 85. 
190 Edwards, 53. 
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the studiolo.  As noted, another hidden passageway led to the prince’s private 
apartment, connecting directly to the room that, when the suite was used by 
Cosimo, served as his private bedroom.  This entrance served as Francesco's 
primary means of accessing the studiolo.  Whether or not this room served the 
same purpose once Francesco took over the quarters sometime before 1570 
remains unclear;191 regardless, the connection between the studiolo and the 
prince's private chambers remained both direct and strong.  Finally, a 
passageway led, via a small staircase, directly out of the Palazzo Vecchio onto 
the Via della Ninna (Figures 2.14-2.16.)   While some have been tempted to 
speculate on Francesco’s possible furtive uses of this door, such suggestions 
remain speculation.192  The prince’s pattern of use of these various passageways 
remains, ultimately, unknowable. 
When completed around 1575, the studiolo would have existed as a 
darkened, closeting space.  The room’s single window, on the north wall looking 
out onto an interior courtyard of the Palazzo Vecchio, was blocked by the panels 
when the paintings were installed.  Clearly natural light was not a priority for 
Francesco, and in fact a sense of darkness or a nocturnal quality may have been a 
goal for the studiolo’s atmosphere, as discussed below.  A small space designed to 
                                                          
191 Conticelli suggests that Francesco may have taken over use of the suite in 1564, when he was 
made regent, or in 1565 with his marriage to Joanna of Austria.  Archival evidence makes it clear 
that Cosimo had turned the rooms over to his son by 1570 at the latest, when he relocated 
permanently to the Palazzo Pitti across the Arno.  Conticelli, 49. 
192 Edwards suggests that Bianca Cappello used the stairway to access the studiolo as a location for 
her assignations with Francesco.  Edwards, 71. 
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be used by the prince alone, Francesco’s studiolo most likely would have had little 
furniture in it.  While scholars disagree about its exact location within the 
studiolo, a desk, now lost, was quite possibly the only additional object in the 
room, beside those comprising the prince’s collection.  Borghini’s notes confirm 
that a desk, possibly an elaborate ebony desk somewhat confusingly also 
referred to as a “studiolo,” sat pushed up against the south wall.193   Francesco 
most likely would have used this desk as a place to sit and study his objects at 
leisure, many of which were made of heavy materials.   
While the room served as a contemplative space for Francesco, its primary 
practical function was to store and organize the prince's collection of prized 
objects of wonder.  Until recently, scholars have had to make educated guesses 
regarding the kinds of objects displayed within the space, and none of the objects 
originally displayed can be identified.  Letters written to Vasari from Borghini 
offer some idea of the types of objects that the prior assumed would be placed in 
                                                          
193 Scholars disagree on exact location of the desk; Edwards places it where today Mirabello 
Cavalori’s Lavinia at the Altar and Giovanni Stradano’s Circe and the Companions of Ulysses are 
installed (Edwards, 80), while Larry Feinberg places it slightly to the left, underneath Vasari’s 
Perseus and Andromeda and Santi di Tito’s Moses and the Red Sea (Feinberg, “The Studiolo of 
Francesco I Reconsidered," 48.)  Schaefer differs completely in that he believes that the desk was 
located on the opposite wall, the north wall, underneath the current location of Alessandro Fei’s 
Jewelry Workshop (Schaefer, 254.)  He argues that this location would have placed the desk under 
the window, giving it direct light.  However, as the window was blocked, placing the desk in this 
location for illumination does not make sense.  Although scholars disagree on the desk's location, 
they concur that only one desk was in the room, standing in contrast to contemporary English 
studies, which often had two desks, one presumably being for the owner's secretary to assist the 
master at his work.  Alan Stewart, Close Readers: Humanism and Sodomy in Early Modern England 
(Princeton, New Jersey: Princeton University Press, 1997), 171.  The single desk in Francesco's 
studiolo reinforces our belief that he alone used the room.   
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the cabinets; however, there is no evidence that he had direct knowledge of the 
specific objects in Francesco's collection.  In the summer of 2014, I discovered in 
the Archivio di Stato di Firenze a previously unpublished inventory from June 
1574 that documents the objects contained within Francesco's studiolo 
(Appendix.)194   This discovery sheds light on the objects displayed within and 
the organization of Francesco's studiolo, and contributes to our understanding of 
what studioli looked like at a critical moment of transition from the Renaissance 
focus on antiquities towards a 17th century fascination among collectors with 
objects relating to the natural sciences.   
 The inventory of Francesco's studiolo appears in a larger inventory of the 
complete holdings of the ruling dynasty in Florence.  Compiled in the months 
following the death of Cosimo on April 21, 1574, as was common early modern 
Italian practice after a death, this inventory recorded the objects in every room of 
the Medici palaces, including the Palazzo Pitti, Palazzo Vecchio, and Palazzo 
Medici.   The inventory identifies the date of the studiolo entries as sometime 
between June 11th and June 15th, 1574195 and was taken by Giovambattista da 
Cerreto,196 Grand Duke Francesco's astrologer and guardaroba maggiore, or 
                                                          
194 ASF, Guardaroba Medicea, filza 87.  For transcription and initial analysis of the studiolo 
inventory as published, see Alberts.  
195 ASF, GM, filza 87, 39 recto and 45 recto.  The studiolo entries themselves are not dated, but the 
nearest dates given in the larger inventory on either side of the entries in question are June 11th 
and June 15th, 1574, respectively. 
196 Also known as Giovanni Battista Guidi da Cerreto, he identifies himself in the account book as 
"Messer Giovambattista da Cerreto." 
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steward, primarily in charge of granducal furnishings.  That Messer da Cerreto is 
an accounts man, and not a collector or connoisseur, is evident in the inventory's 
entries, as at times he is rather vague or even not entirely sure of what he 
describes.  This inability to describe some of the objects in the studiolo reinforces 
the avant-garde nature of Francesco's interests in alchemy, medicine, and other 
areas of the natural sciences.  Likewise, although da Cerreto lists his inventory by 
cabinet, he does not describe the contents of each individual cabinet collectively, 
making it difficult to connect definitively the cabinets of the inventory with 
individual paintings.  There are a few exceptions, however, such as the obvious 
association between the cabinet containing corals and Vasari's Perseus and 
Andromeda (Figure 2.17), which depicts the mythical origins of coral.  The 
inventory does not in fact make any mention of the paintings decorating the 
cabinets or displayed above them.  It is possible that, as the inventory was taken 
in 1574, the paintings had not yet been installed in the space.  However, given 
that the studiolo was closely linked to the Casino di San Marco, both intellectually 
through their similar focus on natural philosophy and early modern technologies 
and physically by the display of some objects created in the Casino's labs, it is 
productive to consider how a more precise knowledge of what types of objects 
were displayed in this space can help to elucidate the subjects of the paintings. 
 The entries describing the studiolo armarii follow da Cerreto's description 
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of the room as the "small room which has a vaulted stage."197  Francesco's studiolo, 
with its barrel-vaulted ceiling, is the only room within the Palazzo Vecchio today 
that has a vaulted ceiling (see figure 2.1), and I am not aware of any other space 
in the palace in the 16th century that featured a vault.   The unique feature of the 
vault, combined with the diminutive word stanzino used to describe the room, 
identifies the space as Francesco's studiolo.198  The inventory describes the 
contents of then armarii in the space; da Cerreto either overlooked or incorrectly 
labeled one cabinet, resulting in the absence of a cabinet number four in the 
inventory.  Although da Cerreto did not label each cabinet by the type of objects 
within, the entries themselves make it clear that the objects were organized by 
type.   
 The first two cabinets described were dedicated to beautiful and unusual 
specimens of stone, a collected object consistent with the studiolo's theme of the 
creative powers of nature and man's ability to further refine those creations.  
Objects listed within the stones cabinet included specimens such as "two small 
stones of mixed marble to grind colors [pigments]" and "one roundel [or sphere] 
                                                          
197 ASF, GM, filza 87, 43 recto.  Original Italian: "robe che sono nello stanzino nella guardaroba 
di sotto  il quale stanzino ha il palco in volta."  The word "palco" is difficult to translate 
satisfactorily in this case, as it usually refers to a stage or platform. It could also relate to the word 
"impalcatura," scaffolding, suggesting once again that work on the space was still not completed, 
consistent with the traditional dates of the studiolo. 
198 Many different words were used in the early modern period to identify a studiolo, including 
tesoro, studio, gabinetto, and, somewhat later, the Germanic kunstkammer and wunderkammer.  
These words had very little linguistic specificity and were often used interchangeably. The word 
studiolo could also refer to, as mentioned, an elaborate writing desk or display case; da Cerreto, in 
other entries, uses it in this sense to refer to pieces of furniture.   
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of oriental alabaster in a white chest."199  Rare and unusual stones had long been 
a focus of Medici collecting; Lorenzo il Magnifico amassed a legendary collection 
of hardstone vases (Figure 2.18), and Francesco's brother and successor 
Ferdinando I would later commission the Cappella dei Principi, a ostentatious 
funerary chapel completely covered in commesso, or inlaid hardstone, 
decorations, further examined in Chapter Four (Figure 2.19.)  Francesco's interest 
in collecting stone specimens placed him directly within this deeply Medicean 
and Florentine tradition.  The production of stone deep within the earth, through 
powerful transformative processes such as heat and pressure, made rare and 
unusual looking stones a category of object that proved deeply fascinating to 
natural philosophers.   
 The third cabinet described contained assorted objects and small works of 
art united by their common media: metals.  Objects listed included multiple 
small boxes (cassetine) either made of or decorated with metals and "two crosses, 
one of bronze with Christ in relief and one of carved brass, one with a band with 
Christ and the other with Our Lady."200  Within the studiolo's program, man's 
ability to shape and mold elemental metals represented a key illustration of man 
                                                          
199 ASF, GM, filza 87, 43 recto.  Original Italian: "Pietre numero dua da macinare colori piccolo di 
marmo mistio" and "tondo d’alabastro orientale numero uno in una scatola bianca." 
200 ASF, GM, filza 87, 43 verso.  Original Italian: "crocie numero due che una di bronzo col cristo 
di rilievo et una d’ottone intagliata, da una banda uno cristo et da l'altra una nostra donna." 
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and nature working together to produce beautiful and ingenious creations.  
Multiple paintings within the studiolo celebrated this ability, including Francesco 
Morandini's The Bronze Foundry (Figure 2.10), which depicts the Medici 
workshops and laboratories in which the Grand Duke himself frequently worked 
and experimented.  Other works featuring metals include Bartolomeo Traballesi's 
Danaë and the Shower of Gold (Figure 2.20), which invokes the mythological story 
of the magical production of gold, perhaps as a fanciful foil to the natural process 
of gold found deep in the earth, not falling from the sky.  Taballesi's painting, 
like a number of the studiolo images which depict mythological origin stories of 
natural products (including, for example, Santi's Hercules and the Discovery of 
Tyrian Purple [Figure 2.21]) demonstrates Francesco's familiarity with the great 
texts of antiquity, including Ovid's Metamorphoses, of special interest not only for 
its classical pedigree but its description of transformation and change, a key 
interest of early modern natural philosophers. 
 Cabinet number five collected works of art on paper.  Items included two 
scrolls with paintings and inscriptions of natural and ancient subjects and at least 
six books of various paintings and drawings.  While Francesco's experimental 
interests leaned towards the natural sciences, such as metallurgy, alchemy, and 
glass-blowing, Renaissance sources described the Grand Duke as an artist as 
well.  It is possible that these works of art were by his own hand, although it is 
impossible to know for sure based on this inventory alone.   
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 Cabinet number six had a decidedly different flavor and illustrated the 
broad scope of Francesco's collecting interests.  This cabinet featured arms, 
glittering examples of man's ability to fashion natural elements into deadly and 
effective weapons.  Specific objects included "four axes of various kinds with 
their wooden handles" and "one German rapier with a courtly point and its 
sheath and hilt."201  Stiletti, maces, swords, and a club rounded out the menacing 
arsenal in this cabinet.  These objects must have appealed to Francesco on 
multiple levels, both the material and the symbolic.  Made of metals, the arms 
further illustrated man's ability to work nature's toughest materials.  As 
instruments of war and enforcement, they reinforced Francesco's position as 
absolute ruler over the Florentine state and people.  Although the studiolo may 
have offered a sense of retreat or refuge for Francesco, he did not simply check 
his political position at the door, and the studiolo paintings include a number of 
images that depict objects of interest to the collector within a narrative relating to 
authority and power.  Chief among such works is Jacopo Coppi's Alexander and 
the Family of Darius (Figure 2.23.)  Wearing a gorgeously cast golden helmet, 
Alexander holds the fate of the family of his slain enemy Darius in his hands as 
he sits astride a courtly white steed.  In Niccolò Betti's Sack of a City (Figure 2.24,) 
                                                          
201 ASF, GM, filza 87, 43 verso.   Original Italian: "Accette numero quattro di piu sorte ed loro 
maniche di legno" and "stocco numero uno alla tedesca colla punta aulica ed suo fodero et 
fornimeto." 
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gleaming metallic booty is laid before the feet of a victorious commander, 
likewise visually linking these expensive and beautifully crafted objects to the 
assertion of power.  It is in these images that Francesco's strategic use of the 
studiolo's multiple meanings, associating its owner with wealth, taste, erudition, 
and the associated right to rule, becomes most visually apparent.  Representing 
the multiple aspects of Francesco's life, such images help to fashion his identity 
as a collector-prince, laying the emphasis squarely between those two roles. 
 The entry for the seventh cabinet is only one line long, describing a sack of 
approximately one bushel's worth of pages with assorted writings on them.202  
Da Cerreto's rather vague description makes it difficult to even guess at what 
sorts of writings might have been stored in this cabinet; nonetheless, the 
dedication of an entire cabinet within the studiolo to the written word reflects 
Florence's continued tradition of humanist learning.  Along with the content of 
other cabinets listed below, the presence of multiple cabinets devoted entirely to 
writings suggests that scholars have significantly overlooked the possibility that 
texts, rather than objects, formed an important part of Francesco's collection.  
This area of inquiry requires greater study, as the inventory unfortunately does 
not provide any indication of what those texts may have been. 
 Cabinet number eight appeared to contain a variety of objects, ranging 
                                                          
202 ASF, GM, filza 87, 43 verso. Original Italian: "Sachetto numero uno di uno staio in circa de fogli 
di varie sorte scritti."   
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from musical instruments to printed matter, including "four imprints in iron for 
impressing medals, one of Lorenzo de' Medici and one of Cosimo il Vecchio, and 
their reverses, in four red leather sacks"203 and "one saddle-drum, with an 
enormous wooden bowl in two pieces."204  While it is difficult to assign an over-
arching type to these objects, which also included seals and horns, they tended to 
be objects that served official or ceremonial purposes.  Possibly this cabinet was 
conceived of as displaying beautiful and decorative objects of state, certainly an 
appropriate category for objects in the studiolo of the Grand Duke.  Like the arms 
collected in cabinet six, these objects remind us that, even when engaged in 
contemplation in his studiolo, Francesco was not escaping from his duties as 
grand duke but fulfilling the intellectual responsibilities necessary of a learned 
early modern ruler. 
 Cabinet number nine appeared to contain objects similar to those in 
cabinet seven -- primarily, writings.  As with cabinet seven, da Cerreto did not 
indicate what the writings were, describing the entries simply as, for example, a 
"bag of red leather within which are more writings and small books of more 
kinds."205  The only more specific entry was the first, which describes "twenty-
three books of music of many sorts and sizes," indicating that musical 
                                                          
203 ASF, GM, filza 87, 43 verso - p. 44 recto.  Original Italian: "Imprompte di ferro da stampare 
medaglie numero quattro che uno de Lorenzo de Medici; una di Cosimo Vecchio et loro rovesce, 
in quattro sachetti di quoió rosso." 
204 ASF, GM, filza 87, 44 recto.  Original Italian: "Fusti di selle numero uno a catino di legno 
innormeate in dua pezzi."  
205 Ibid. Original Italian: "Borsa di quoió rosso entro vi piú scritture et libretti di piú sorte." 
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compositions were included in the collection.206  Cabinet number ten contained 
more of the same; the inventory lists only one entry for this cabinet, "eleven little 
sacks full of written pages."207  Short and to the point, but not very explanatory 
for those eager for more specifics regarding Francesco's collection.  Regardless of 
the subject matter of these pages, the inventory makes it clear that Francesco's 
collection included not just objects that represented the wondrous and exotic, but 
also written words that likely held the same connotation.  For example, it has 
been posited that Maso di San Friano's The Fall of Icarus (Figure 2.25) decorated 
the cabinet that contained rare objects related to the element of wind, such as 
feathers.  However, as the inventory lists no such objects, it is likely that this 
painting decorated a cabinet that instead contained written accounts of wind-
related stories, phenomena, or even scientific experiments.  The possibility that 
the myths and technologies illustrated in the studiolo's paintings could 
correspond with written accounts, rather than physical objects, according to their 
subject matter has not yet been explored in the scholarship on Francesco's 
studiolo, and consideration of such a possibility perhaps required the discovery of 
the inventory to initiate it.   
                                                          
206 ASF, GM, filza 87, 44 recto.  Original Italian: "Libri di musica di piú sorte, et grandezza numero 
ventitre."  For more on music at the Medici court, for which the earliest operas were developed, 
see Anthony Cummings, The Politicized Muse: Music for Medici Festivals 1512-1537 (Princeton: 
Princeton University Press, 1992);  Suzanne  Cusik, Francesca Caccini at the Medici Court: Music and 
the Circulation of Power (Chicago: University of Chicago Press, 2009); and Nina Treadwell, Music 
and Wonder at the Medici Court: The 1589 Interludes for La Pellegrina (Bloomington: Indiana 
University Press, 2008.) 
207 ASF, GM, filza 87, 44 recto.  Original Italian: "Sachetti pieni di fogli scritti numero undici." 
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 The surprising number of writings and inscriptions within the inventory 
suggests that the ideas embodied in the collected objects were as important as the 
objects themselves, so much so that it appears that, were an object reflecting a 
particular concept not available, a written description or tale relating to it could 
be substituted.  Although it is disappointing that the inventory does not tell us 
more specifics about what and whose writings were collected in the studiolo, it 
nonetheless remains clear that Francesco viewed the written word as equally 
capable of eliciting wonder as a Turkish scimitar or beautifully carved stone.  
While much scholarly attention has been directed towards Francesco's alchemical 
and technological experiments, the presence of entire cabinets dedicated to the 
written word alerts me to another side of the Grand Duke that we appear to have 
overlooked.  Perhaps it should come as no surprise that within the studiolo, a 
space used by Francesco for personal retreat and communion with the natural 
world and cosmos, we should find texts that assisted him in understanding the 
world around him.    
 Cabinet number eleven was the final cabinet listed in the inventory, and 
da Cerreto truly left the best for last.  This cabinet held objects believed to have 
mysterious, miraculous, and medicinal powers, and directly attested to 
Francesco's personal interest in antidotes and other curative materials.  
According to the inventory, this cabinet included over 40 pieces of coral alone, a 
jaw-dropping specimen collection truly fit for a prince.  Some of the coral had 
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been worked into figural or decorative objects, such as those "in the form of a 
crucifix and other figures,"208 while others were left in their natural state, such as 
the "seven branches of coral of various size, placed in a round box without a 
cover."209  Believed in the Renaissance to have the ability to ward off malevolent 
spirits, coral served as a manifestation of the studiolo's over-arching theme of the 
creative powers of Man and Nature, as its natural aesthetic beauty could be 
manipulated by human hands into higher forms, such as the figure of Christ.  
Almost certainly, this cabinet was decorated with Vasari's Perseus and Andromeda, 
which depicts the hero's killing of Medusa, whose blood then calcified in the 
myth to form the deep red coral branches. 
 The inventory also listed numerous vials and flasks in this cabinet, which 
presumably contained potions and antidotes of assorted powers.  Entries 
included liquids and powders in decorative containers, such as "one round box, 
within which is red powder."210  Some of the products appeared to baffle the 
inventory compiler, as he recorded with admirable honesty objects such as a 
"round box, within which is a vial of oil and one does not know what it is."211  
Although the specifics remained a mystery to his employee, Francesco frequently 
experimented with creating both poisons and medicines, especially with poison 
                                                          
208 ASF, GM, filza 87, 44 recto.  Original Italian: "Pezzi di coralli numero dodici cioe in forme di 
crocifisso et altre figure." 
209 Ibid.  Original Italian: "Branchi di coralli numero sette di piú grandezze messe in una scatola 
tonda senza coperchio." 
210 Ibid.  Original Italian: "Scatola tonda numero una entro vi polvere rossa." 
211 Ibid.  Original Italian: "Scatola tonda dentro vi una ampollina d'olio et non vi sa che si sia." 
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antidotes.  The often-deadly political environment of Renaissance Florence no 
doubt encouraged him to seek such protection, as he is known to have attempted 
to cure himself and Bianca's sudden and ultimately fatal illness with a bezoar 
stone.  In his analysis of Giovanni Battista Naldini's studiolo painting The Allegory 
of Dreams (Figure 2.26), an ambiguous image whose subject matter does not 
immediately appear to correspond with the studiolo's interest in natural forces, 
Scott Schaefer suggests that the painting may have decorated a cabinet 
containing sleep-inducing drugs, perhaps derived from the poppy pods that 
various putti play with in the image.212 
 Having completed the cabinets, the final page of the studiolo inventory 
described the objects that are "over the cabinets in this little room."213  The inexact 
nature of the Italian word sopra in this description makes it difficult to discern 
precisely where these objects existed within the studiolo.  Equally translatable as 
"above," "over," "on top of," or "on," this word suggests that the following items 
were somehow displayed in a register higher than that of the cabinets.  While the 
existing reconstruction of Francesco's studiolo does not admit for a large space 
above the cabinets within which to display objects, archival evidence suggests 
that a small shelf or cornice originally existed in this space upon which objects 
could have been placed for display (Figure 2.27.)  Valentina Conticelli suggests 
                                                          
212 Hamburgh, 689. 
213 ASF, GM, filza 87, 44 verso.  Original Italian: "Cose sopra gli armari in detto stanzino." 
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that such a cornice, made of either white or multicolored marble, was originally 
part of Vasari's design for the room and remained in situ until at least the 18th 
century.214  The display of objects such as statuettes, busts, or antique fragments 
on a high shelf was not uncommon in the Renaissance, as works such as Vittore 
Carpaccio's St. Augustine in His Study (Figure 2.28) and Enea Vico's engraving of 
Baccio Bandinelli's Academy demonstrate (Figure 2.29.)  In the case of Francesco's 
studiolo, the objects displayed above the cabinets may also have simply been too 
large or unusually shaped to fit within the armarii.  The objects listed in this 
section of the inventory were quite varied but seemed to reflect the general 
categories of the cabinets, possibly these representing the cream of Francesco's 
collection and thus deserved to be on prominent display.  Objects listed included 
boxes containing flasks, maces, small paintings, decorative wooden boxes 
containing writings, and, perhaps most intriguingly, an entry describing three 
preserved paws of Cerberus, the three-headed dog of the underworld.215    
 The discovery of this inventory of Francesco's studiolo is a significant find 
not only for scholars studying this particular iteration of the late Renaissance 
                                                          
214 Conticelli cites a letter to Francesco from the quarryman Matteo Inghirami, dated 1 June 1570, 
in which he refers to marbles quarried for this purpose, which he says are of multicolored (mistio)  
marble.  Conticelli also notes that payments for marbles for a cornice appear in the records of 
both the fondi of the Fabbriche Medicee and Miniere (specifically, in the latter, folza 105, 91v) in 
the ASF.  Finally, the single surviving drawing by Vasari for the decoration of the studiolo 
includes a cornice.  Conticelli, 51.  
215 ASF, GM, filza 87, 44 verso.  Original Italian: "Zampe numero tre della gran bestia outro 
Cerbio." 
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studiolo but also has implications for anyone seeking to better understand how 
early modern collectors displayed, categorized, and interpreted their collections.  
Knowledge of the specific contents of the cabinets led to a new understanding of 
the quantity and range that would have appeared in these spaces.  Far from my 
earlier mental image of cabinets stuffed full to exploding, the inventory 
demonstrates that the cabinets of Francesco's studiolo contained a carefully 
curated selection of objects, each presumably thoughtfully considered and 
appraised before earning a place within the Grand Duke's chamber of wonders.  
The inventory challenges the tradition of looking at early modern collectors, 
from Lorenzo de' Medici to Isabella d'Este and Rudolf II, as voraciously 
indiscriminate consumers of antique and exotic objects by reminding us that the 
selection and organization of objects, reflecting the Renaissance ideal of 
discrimination, was oftentimes as important to collectors as the objects 
themselves.  
 Reflecting the impressive collection of natural and man-made specimens 
destined for display in the studiolo, Borghini crafted an invenzione that celebrated 
nature’s capacity to create wondrous materials and man’s ability to further refine 
those materials into even more beautiful objects.  Even before his involvement in 
the studiolo, Borghini had assisted Francesco in his experimental research at the 
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Medici Fonderia,216 and through their previous time together, he would have 
been very familiar with Francesco's personal experimental interests in science, 
art, and the nexus of the two.  This theme both reflected Francesco’s personal 
fascination with experimental processes and offered a series of creation stories 
for the rare and dazzling objects displayed within the space, ranging from exotic 
seashells to rock crystal vases and antique cameos.  The prince’s collection was 
placed in display cabinets lining the walls, each covered by a painting that 
illustrated the natural phenomenon or human technology that created the objects 
stored within.  This arrangement of the specimens created a system that ordered 
and cataloged the collection, further enhanced by the fact that Borghini grouped 
the paintings (and the objects stored behind them) according to their most basic 
elemental associations.  Thus, objects created or refined by fire, primarily made 
of metals, were grouped together on the north wall under paintings that 
included Giovanni Stradano’s The Alchemists (Figure 1.24) and Vittorio Casini’s 
Forge of Vulcan (Figure 2.31.)  The south wall, dedicated to water, featured items 
such as the dazzling coral specimens and was covered in cabinets decorated with 
watery works such as Vasari’s Perseus and Andromeda and Girolamo Macchietti’s 
The Baths of Pozzuoli (Figure 2.7.)  The shorter east and west walls were dedicated 
to air and earth, respectively.  “Airy” objects in Francesco’s collection ostensibly 
included objects made of diamonds and glass, covered by paintings including 
                                                          
216 Conticelli, 3. 
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Maso di San Friano’s Fall of Icarus (Figure 2.25) and Bartolomeo Traballesi’s 
Danäe and the Shower of Gold (Figure 2.20.)  The relative lack of direct relationship 
between the objects of the collection and the overriding element of air 
demonstrates the difficulties that Borghini faced in creating a comprehensive 
programme for the space.   The importance of texts that the 1574 inventory 
reveals offers a new solution for this dearth of air or wind related objects, as 
texts, perhaps relating to contemporary scientific experiments or theories related 
to wind, air, and the cosmos, may have been stored in these cabinets.  “Earthy” 
objects included natural minerals and soils believed to have curative powers and 
precious metals mined from the earth.  The associated paintings included Jacopo 
Zucchi’s Mining and Sebastiano Marsilli’s Race of Atalanta (2.32), in which the 
protagonist uses golden balls (palle, the traditional insignia of the Medici) to 
distract her suitors.  Gold's power to fascinate as both a material  and as the key 
to understanding nature's most secret and fundamental mysteries would of 
course be very familiar to an accomplished alchemist such as Francesco.  The 
studiolo contained the tangible results of nature’s technological abilities, 
illustrating the space’s use of both expansive cosmological models and 
corresponding physical examples to create both micro- and macrocosm.  The 
ceiling of the studiolo features allegorical depictions of the four humors around a 
central panel depicting Prometheus Handing Nature a Piece of Quartz by Francesco 
Morandini, known as Il Poppi (Figures 2.33.)  The decorations of the ceiling mark 
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Francesco’s ownership of the space through the inclusion of his personal impresa, 
the weasel with a laurel branch and the motto “amat victoria curam,” or “victory 
loves care (Figure 2.34.)”217  Finally, niches set into the corners of the room 
displayed eight bronze statuettes depicting various gods and goddesses 
associated with the elements, such as Giambologna’s Apollo (Figure 2.35) and 
Vincenzo de’ Rossi’s Vulcan (Figure 2.36), representing air and fire, 
respectively.218 
 While the subjects of the paintings connect the studiolo as a space for 
contemplation with the active experiments and investigations of the Casino di 
San Marco, the very materiality of the works continues the central theme of the 
duality and relationship of Art and Nature.219  The second register of paintings, 
those located above the cabinet doors, are oil on slate, and this rather unusual 
support for the works reflects both Francesco's fascination with natural materials 
and contemporary artistic theory.  A commission featuring a large number of 
paintings on slate was, quite simply, much more expensive than one in which the 
                                                          
217 Latin translation and explication by Olivia Huleatt, email message to the author, March 27, 
2014. 
218 For more discussion of the individual paintings and their subjects, see Schaefer, 247-368; 
Corinne Mandel, "Santi di Tito's Creation of Amber in Francesco I's Scrittoio; A Swan Song for 
Lucrezia de' Medici," Sixteenth Century Journal, vol. 31, no. 3 (Autumn 2000); and Hamburgh. 
219 Berti describes this theme as reflected in the majority of the artistic projects commissioned and 
supported by Francesco.  Berti, Il principe dello studiolo, 50.  The creative power of Nature and 
mankind's ability to creatively refine its materials is certainly present in projects such as those at 
Francesco's villas, especially the now-destroyed Pratolino, where artists directly manipulated 
views, landscape, and other natural materials.  For more on Francesco's villa projects, see 
Hollingsworth, 276 and Walsh. 
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works were all of more standard materials.  The excavation, transportation, and 
preparation of large sheets of slate suitable for painting (of correct color, uniform 
surface texture, etc.) immediately increased the cost of the project, reinforcing 
expectations of Francesco's princely studiolo as a truly luxurious commission that 
demonstrated Medici financial power alongside taste and erudition.  Jacopo 
Zucchi's Mining (Figure 2.37) plays upon the creation history of the painting 
itself, as it represents the industry that originally drew the support material from 
the earth.  One can easily imagine Francesco's special appreciation of Zucchi's 
painting as one on slate that celebrates the process that produced the material 
itself.  That slate is a natural material, a rock transformed through 
metamorphosis, accords with the studiolo's celebration of nature's productive 
powers.  Like base metals transmuted into gold or copper combined with other 
metals to create bronze, slate's birth through natural processes reflects 
Francesco's interest in understanding transformative natural processes, the early 
modern natural philosophy equivalent of modern physics and chemistry.  That 
such a material is transformed further by the skilled craft of a court artist into a 
work of fine art only adds to its meaning within the studiolo's theme.   
 Paintings on slate also demonstrate Francesco's awareness, and perhaps 
even participation, in the contemporary de rigueur artistic debate, that of the 
paragone, which sought to establish the preeminent artistic medium or form.  
Focusing on the relative merits of differing artistic formats, such as the visual 
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versus literary arts, within the fine arts community the debate frequently 
centered on the superiority of painting versus sculpture.220  One of the primary 
assertions made by advocates of sculpture remained that of its superior 
durability.  A painting made on stone, therefore, combined the illusionistic 
abilities of a painting with the staying power of sculpture, a possible resolution 
to the debate in favor of painting.  Raffaello Borghini, younger brother of 
Vincenzo Borghini, made this argument for painting in his 1584 Il Riposo, stating 
that "painters can make and [do] make paintings that resist not less than statues 
against the rigors of time, like paintings on marble and mosaics... and that are of 
a nobility of material that is not inferior to works of sculpture."221  The ingenuity 
of such works, which resolve the paragone through the creative use of natural 
materials, made them an attractive object for collectors such as Francesco, 
                                                          
220 Scholarship, both Renaissance and contemporary, on the paragone is extensive.  For important 
primary voices on the debate, see writings by Alberti, Leonardo da Vinci, Castiglione, Vasari, and 
Benedetto Varchi.  Among secondary scholarship, see Leatrice Mendelsohn, Paragoni: Benedetto 
Varchi’s Due Lezzioni and Cinquecento Art Theory (Ann Arbor: UMI Research Press, 1982); 
Norman Land, The Viewer as Poet: The Renaissance Response in Art (University Park, Pennsylvania: 
Pennsylvania State University Press, 1994); Clark Hulse, The Rule of Art: Literature and Painting in 
the Renaissance (Chicago: University of Chicago Press, 1990); and Fredrika Jacobs, “Aretino and 
Michelangelo, Dolce and Titian: Femmina, Masculo, Grazia.” The Art Bulletin, vol. 82, no. 1 (March 
2000): 51-67. 
221 Raffaello Borghini, ll Riposo: Saggio bibliografico e indice analitico. ed., Mario Rosci (Milano: Labor 
riproduzioni e documentazioni, 1967), 35-36.  Original Italian: "Terzo, che posso fare e fanno delle 
pitture che non meno dalle ingiurie del tempo si difendono che le statue, come le pitture nel 
marmo, et i musaici... e, di nobilità di materie non inferiori all'opere di scultura."  Translation in 
Christiane Hessler, "The Man on Slate: Sebastiano del Piombo's Portrait of Baccio Valori and 
Valori the Younger's Speech in Borghini's Il Riposo," Source: Notes in the History of Art, vol. 25, No. 
2 (Winter 2006): 20-21. 
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appearing in spaces featuring the Art-Nature topos.222  The combination of oil on 
slate also tends to absorb light, contributing to the darkened environment of 
Francesco's studiolo. 
Along with the paintings on and above the cabinets, the upper registers of 
the east and west walls also feature tondo portraits of Francesco’s parents set 
within frescoed lunettes.  Cosimo occupies the west wall (Figure 2.38), 
appropriately adjacent to the Salone dei Cinquecento, in which he so frequently 
conducted business and executed his vision of the Tuscan state.  Francesco’s 
mother Eleanora’s portrait occupies the east wall (Figure 2.39), equally 
appropriately located as this location marks the transition into the domestic 
sphere of the prince’s apartments.  The adjacent allegorical figures of spring and 
summer, with their associations of fertility and motherhood, 223  are equally 
appropriate to surround a portrait of Francesco’s mother, known within Florence 
as La Fecundissima for her many children.  While the lunette decorations have 
remained in situ since the studiolo’s construction, the portraits themselves may 
not necessarily be original to the space.  Karen Edwards argues in her 
dissertation that the portraits may have been replaced during the reconstruction 
                                                          
222 Bradley Cavallo notes that the majority of early modern paintings on slate appeared in either 
wunderkammern or in funerary portrait settings, where the enduring quality of the support 
reflected the patron's desire for an eternal simulacra.  Bradley Cavallo, "Early Modern Funerary 
Portraits Painted on Metal and Stone Supports: Results of Field Work in Rome," Sequitur, vol 1, 
no. 2 (May 2015): 1-2. 
223 Cox-Rearick, 283. 
140 
 
 
 
of the studiolo in the early twentieth century.224  While her analysis, based on 
examining a late 19th-century photograph of the female portrait in the lunette, 
convincingly suggests that the portrait seen today in the tondo is not the same as 
was in place at the end of the 19th century, her claim that the studiolo originally 
featured portraits of Francesco and his then-mistress Bianca Cappello seems far-
fetched.  Although Bianca’s status as Francesco’s long-term mistress was one of 
Florence’s worst-kept secrets, displaying her portrait in tandem with Francesco’s 
in the Palazzo Vecchio, especially while Joanna of Austria was still alive, violates 
expectations of Renaissance decorum.  I believe that although the specific 
paintings may have been changed, it is entirely appropriate that the studiolo 
featured portraits of Francesco’s parents.  It is especially fitting given the 
tradition of Medici collecting in which Francesco’s studiolo participates; as I show 
later in this chapter, Francesco actively continued the family tradition of 
collecting and display, one that was also heavily emphasized by his father.  The 
portraits currently on display in the studiolo lunettes depict Cosimo and Eleanora 
with the enameled finish and cool gazes characteristic of Bronzino, Cosimo's 
court painter.  Their attribution and dating is debated225 but assumed to be 
within the circle of Bronzino. 
                                                          
224 Edwards, 65. 
225 Janet Cox-Rearick gives them to Alessandro Allori and dates them c. 1572, assuming that they 
were commissioned for the studiolo. (283)  Edwards argues that they were earlier Bronzino 
portraits appropriated for the studiolo tondi, which, as mentioned, she believed originally 
featured portraits of Francesco and Bianca (66.) 
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The present appearance of the space is the product of the 1910 
reconstruction of the studiolo by Poggi and Lenzo.   While the fact that all of the 
paintings and sculptures originally in the space were located and re-placed 
within their original context is itself an achievement to celebrate, scholars 
disagree on the most accurate arrangement of the paintings on the studiolo’s 
walls.  The fact that, due to the extreme privacy of the space, no first-hand 
descriptions survive of the completed project, save the 1574 inventory and 
Gussoni's very general overview, discussed later, certainly complicates any 
project attempting to reconstruct its original appearance accurately.  This 
dissertation will not add an additional model to the list of projections; as my 
project is more concerned with the general themes and associated meanings of 
the studiolo, I am content simply to acknowledge that the modern arrangement of 
the paintings is most likely not the same as it appeared to Francesco in 1575.  
While perhaps a reassessment of the current installation is needed, for the 
purpose of my project, it is enough simply to acknowledge the need.  
Accordingly, I refer to painting locations as they appear in the Palazzo Vecchio 
today.   
  
The Studiolo As Personal Space 
 
In its small scale of roughly 260 square feet and designation as a highly 
personal space for its owner, Francesco’s studiolo conformed in many ways to the 
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norms of privacy and studiousness associated with such spaces in the 
Renaissance.  As a studiolo belonging not just to a wealthy and erudite patrician 
but a princely ruler, Francesco's iteration of the studiolo cannot, however, be 
considered an entirely personal space.  Although this section lays out the ways in 
which the space functioned as a contemplative space for Francesco, one within 
which he was almost always alone with his thoughts, the personal function of the 
studiolo worked in tandem with its other state, that of a space that, although not 
accessible, nevertheless communicated strong assertions of authority.  The 
studiolo's simultaneous existence as space with personal and political meanings 
reflects Francesco's employment of its multivalence and reflects the inherent 
tension between public and private that was part and parcel of the early modern 
ruler's personal spaces in a government palace.  As mentioned, no Renaissance 
duke was ever truly alone, and likewise, no space of his could ever truly be said 
to be private.  Early modern princely studioli, and chief among them that of 
Francesco, reflect general associations of personal identity and contemplation 
rather than a strict sense of privacy. 
 A tradition born from the twin origins of monastic study and humanist 
collecting, the studiolo emerged in Italy in the first half of the fifteenth century as 
a space dedicated to secluded study and reflection.  Early iterations of studioli 
were primarily sites for personal contemplation of ancient objects, often 
enhanced by a degree of secrecy, a secular mirroring of the monastic 
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contemplation of the divine.  These spaces usually contained a combination of art 
objects, family documents, ancient texts, or objects of natural wonder.  Studioli 
were highly personal spaces; the large degree of variation in their decoration, 
contents, and even location within a house reflects the nature of the room as one 
of individuality, guided by the priorities and collecting habits of their owners.   
Above all, Renaissance studioli were united by the sense of isolation that 
accompanied them.  While Francesco appears to have shown his studiolo to at 
least a few guests, such as the Venetian ambassador Andrea Gussoni, the 
overwhelming sense of privacy that Francesco established for his space reflects 
Renaissance understandings of the studio as a space belonging to its owner alone.  
While modern scholars have noted that the "early modern closet... is often 
associated with the construction of a new modern subjectivity,"226 correctly 
identifying the studiolo as a space of self-fashioning alongside erudition and other 
patrician values, the notion of the studio227 as a highly protected, even secretive 
location also reflects the value of the objects stored within.228  In Book Three of 
his Della Famiglia (1435-44), Alberti's alter ego Gianozzo describes the complete 
                                                          
226 Stewart, 162. 
227 As linguistic specificity surrounding the words "studio," "studiolo," and other related words 
(including "gabinetto" and "tesoro") did not exist in Renaissance Italian, I use the words 
interchangably in this project.  For more on the Renaissance usage of these and related terms, as 
well as the general requirements of studioli, see the introduction to Thornton.  
228 This was certainly a concern for Francesco; archival documents record that a theft took place 
on at least one occasion in 1579, although whether the objects were taken from the studiolo or 
connected tesoretto remains unclear.  The thief, recorded only as a Frenchman, was eventually 
found and hanged, reflecting the value of the stolen objects and the offense caused by such a 
breach into the prince's more personal spaces.  See Schaefer, 60-61 for more details. 
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privacy of his personal study as a means to protect the valuable documents and 
objects stored within, flavoring his description with a misogynistic attitude 
towards his spouse that reflects the tenuous position of women in Renaissance 
Italy.  As he gives his wife a descriptive tour of the house, Giannozo states:  
I kept only the books and my writings, those of my ancestors as 
well as mine, locked so that my wife could not read them or even 
see them then or at any other time since.  I always kept the 
writings, not in the sleeves of my clothes, but under lock and key in 
their proper place in my study, almost as if they were sacred or 
religious objects.  I never allowed my wife to enter my study, either 
alone or in my company. 
 
Although early modern studioli all had a whiff of the studious to them, 
Renaissance owners of studioli used them for a variety of purposes.  While some 
rooms were used in a way similar to our understanding of the word “study” 
today, as a room used for reading, writing, and the storing of important 
documents and books, as Alberti alludes, other spaces referred to as studioli had 
far more performative aspects to them.  Studioli such as those of Federigo da 
Montefeltro in Urbino and Gubbio, Isabella d’Este in Mantua’s Palazzo Ducale, 
and Alfonso d’Este’s Camerino d’Alabastro at Ferrara emphasized this more 
courtly and performative element over the studious and solitary nature most 
frequently associated with such spaces.  In these iterations of the studiolo 
tradition, the ancient objects and contemporary fine art on display served as a 
backdrop for the ruler to enact his or her personal knowledge of classical texts 
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and discernment of modern art, essential princely virtues.  Although relying on 
the erudition associated with studioli to bolster their owners’ reputations, these 
spaces, with their strong social elements, do not have the same degree of privacy 
forming an important aspect of the studiolo tradition essential to understanding 
Francesco’s studiolo.  However, the fact that he showed the objects and space to 
the Venetian ambassador Gussoni suggests that Francesco did not completely 
reject the social element either.  His epistolary activity with important collectors 
such as Ulise Aldrovandi also demonstrates that, even when he could not engage 
in person with other collectors and scholars due to his need to be in Florence to 
govern, he sought out the sociability of the emerging network of natural 
philosophers. 
For many Renaissance owners of studioli, the sense of subjectivity, and 
indeed privacy, associated with the space remained a fundamental ingredient in 
the making of a studio.  A space in which to withdraw and devote one’s self to 
the pursuit of what Dora Thornton calls “studious leisure,”229 the studiolo 
reflected the Renaissance ideal of pleasurable study, an activity that enriched the 
mind and offered a respite from the taxations of the quotidian world.  Giving 
“shape and elegance to one’s leisure,”230 for the Renaissance elite the idea of 
leisure-time study reflected the ideal of erudition, especially invoking the ancient 
                                                          
229 Thornton, 2. 
230  Ibid. 
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Roman notion of otium, or leisure activities distinct from one’s public or civic 
duties.  This idea may have been more relevant to non-princely collectors, for 
Francesco's devotion to understanding the world formed part of his 
responsibilities as a good ruler.  Nonetheless, the classical precedent of leisurely 
study reflects the self-conscious way that many Renaissance commentators 
reflected upon the meaning of their studioli, often actively theorizing them as a 
space of retreat and even communication with the ancients.  For the most ardent 
humanists, a study was not only a physical location in one’s home but equally a 
psychological space of communion.  Petrarch’s writings are full of such ideas, as 
he describes his personal study as a retreat from the pressures of life, wherein he 
can approximate or imagine communicating with his beloved ancient authors 
through a meeting of the minds across the centuries.  In an oft-cited letter dated 
1513, Niccolò Machiavelli writes of his own daily entry into his study.   
When evening comes, I return home and go into my study.  On the 
threshold I strip off the muddy, sweaty clothes of every day, and 
put on the robes of court and palace, and in this graver dress I enter 
the antique courts of the ancients…. For the space of four hours, I 
forget the world.231 
 
As Machiavelli writes of his evenings passed in study, one can easily imagine 
that after a day spent dealing with the mundaneness of his country exile, he 
would eagerly anticipate his nightly escape to the pleasures of the mind. 
While modern scholars referring to Francesco’s small room consistently 
                                                          
231 Thornton, 32. 
147 
 
 
 
used the word “studiolo” to describe the space, it is important to note that, as is 
the case with nearly all Renaissance studioli, a rigid typology of spaces and the 
words used to describe them does not exist, either among modern scholars or 
Renaissance writers.  Private spaces that fall under the general rubric of “the 
studio,” meaning a small, private space in which valuable objects were stored 
and which was used by its owner for general study purposes, are described in 
early modern Italian documents by a variety of nouns, including studiolo, studio, 
gabinetto, casino, guardaroba, and tesoro.232  Additionally, as we have seen, some 
princely studioli were used as social spaces in which to demonstrate princely 
virtue, thereby eliminating the element of privacy from the studiolo equation.   
The elasticity of terminology used to describe these rooms reflects the flexible 
nature of the space itself, as there was not a firm list of requirements that a space 
must possess to be considered a private study room.  Rather, studioli were united 
by their overall devotion to privacy, subjectivity, and a generalized notion of 
study, regardless of the amount of actual reading and writing that took place in 
such a space.    
In this dissertation, I am not concerned with the specific early modern 
                                                          
232 Sophie Forgan observes that up until nearly the end of the 19th century, the word museum was 
also used quite disparately, with meanings ranging from a physical building, a collection itself, 
and more generally to any place devoted to learning, arts, and sciences.  As such, spaces 
described as "studioli" or "museums" often overlapped.  Sophie Forgan, "The Architecture of 
Display: Museums, Universities and Objects in Nineteenth-Century Britain," History of Science, 
vol. 32, no. 2 (June 1994), 140.  For more considerations of the linguistic elements at work in 
Italian studioli and early museums, see Findlen, "The Museum."  For a discussion of early modern 
usage and meanings of the most common English synonym, "closet," see Stewart, 166-168. 
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terms used to describe these spaces, nor in a detailed process of examination and 
cataloging of one such studiolo.  While I use the traditional Italian designation of 
studiolo to describe Francesco’s room, I do want to note that the Germanic, and 
somewhat later, word wunderkammer seems to me to encompass more precisely 
the spirit of Francesco’s room.  Indicating a “room of wonders,” the word 
wunderkammer, often used interchangeably with schatzkammer (“treasure room,” 
equivalent to the Italian tesoro) or kunstkammer (“art room”), is more frequently 
applied to 17th-century examples of spaces for the organizing and storage of 
collections, often ones with a strong emphasis on natural objects.  Francesco’s 
studiolo should more accurately be referred to as his wunderkammer as the 
decoration of the room and the rare objects within, both natural and finished by 
man’s hand, reflect a sense of awe and delight at nature’s productivity and 
variety.  Although I recognize the linguistic awkwardness of describing a 
Florentine space by such a patently German word, the typological characteristics 
of Francesco’s studiolo demonstrate how his commission anticipates the 17th-
century use of such spaces.  The way in which words such as wunderkammern and 
studioli increasingly began to intermix linguistically with new words such as 
teatro and museo suggests a more public dimension in the display of collections as 
the Cinquecento came to an end.   This transition from the personal to the 
increasingly public and political is addressed in the next chapter. 
Francesco fully adopted the privacy associated with a Renaissance study, 
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suggesting the gentlemanly virtues of study and contemplation.  His studiolo 
served as a personal space, for the grand duke allowed no one but himself to 
enter the room, except on very rare occasions.  Pertinent to our understanding of 
the balance between privacy and sociability in Francesco's studiolo, records 
indicate that Andrea Gussoni, Venetian ambassador to Florence, was invited into 
the studiolo by the prince.233  In 1576, Gussoni reported that he visited the Palazzo 
Vecchio and, accompanied by Francesco, saw, among other things,  
two of his small rooms, which are never entered, only rarely by the 
secretaries; one of which had all the far-fetched oils and waters of 
[Francesco's] which are made for various medical purposes; in the 
other, a very great amount of very excellent artificial things, or 
natural rarities, or noble and famous antiquities such as works of 
sculpture, painting, and miniatures, rare stones, medals and similar 
things, gathered already with great expense... where with great 
familiarity [Francesco] picks up the objects with his own hand from 
where they are placed and hands them to me so that I can see them 
                                                          
233 Citing his autobiography, Conticelli suggests that Ulise Aldrovandi, the celebrated Bolognese 
naturalist, also visited the studiolo during his 1577 trip to Florence.  The passage in question 
clearly states that he visited the Casino di San Marco, where he observed the laboratories and 
viewed many of Jacopo Ligozzi's paintings of natural specimens; the next morning, he states that 
he visited the Palazzo Vecchio and that Francesco showed him objects such as "stones, jewels, 
soils, metals" and more paintings of live fish for five hours.  Based on his description, it is not 
clear to me if this viewing took place in the studiolo.  See Conticelli, 64 for the passage in question.  
The interest in collecting shared by Francesco and Aldrovandi was primarily based on images of 
natural specimens, especially those by Ligozzi. Aldrovandi and Francesco maintained a 
relationship based on epistolary correspondence; Aldrovandi was especially keen to utilize 
Ligozzi's talents and on occasion sent Francesco drawings of specimens, apparently in the hope 
that he would reciprocate with Ligozzi's work.  For one such example, see ASF, MdP, Carteggio 
Universale, filza 745, 234.  For more Aldrovandi and his interactions with Francesco, see Paula 
Findlen, Possessing Nature, Ch. 8. 
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- we labored as such for over an hour.234 
 
Gussoni's description of the objects on display within these two spaces (the other 
room most likely being the Tesoretto, directly connected to the studiolo via a 
passageway and used to store precious objects) directly reflects the types of 
objects mentioned in da Cerreto's inventory, especially his mention of 
Francesco's "far-fetched oils and waters," fabricated at the Casino di San Marco.  
His mention of Francesco lifting objects out of their specified location to show his 
visitor more closely conveys the prince's personal delight with his collected 
objects and the pleasure of discussing their materials and characteristics.  Thus 
on occasion, Francesco's deeply personal studiolo was, it seems, transformed into 
a site of erudite sociability and diplomatic exchange.  While he may personally 
have enjoyed spending time with a learned colleague discussing the wonders of 
his collection, Francesco was certainly aware that the demonstration of wealth, 
reach, and access to knowledge that the display of his collection represented 
would make considerable impact upon the Venetian ambassador, who would, of 
course, report back his impressions to La Serenissima.  At such a moment, 
Francesco's strategy of multivalence was at its most potent, as the primary 
                                                          
234 Conticelli, 63.  Original Italian: "Due suoi camerini, ove non entra mai, alcuno e di rado li 
segretari; nell'uno de' quali tiene tutti gli ogli e le acque lambiccate da lui che son atte a vari 
medicamenti; nell altro una grandissima massa di cose molto eccellenti per artificio, o per rare 
per natura, o nobili e famose per antichità come lavori di scoltura, pitture, e miniature, pietre 
rare, medaglie e cose simili, raccolte già con molta spesa... dove con gran dimestichezza levando 
di sua propria mano le cose da' luoghi ove erano riposte e porgendomele perche io le vedessi, s'è 
affaticato più d'un' ora." 
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associations of scientific knowledge and artistic creativity represented by the 
studiolo as a personal space of delectation served as a vehicle or opportunity for 
the communication of political authority.  Working together, these dual 
associations of contemplative studioli and expensive collecting expressed the 
Medici right to rule through cultural, rather than overtly powerful, forms. 
For the most part, however, Francesco adhered to the Quattrocento notion 
of the study as a hermetic space for contemplation.  It is possible that even the 
artists who created the paintings for the room’s decoration were forbidden from 
entering,235 instead painting their works off-site and delivering them to Vasari for 
installation.  The studiolo’s windowless darkness contributed to the sense of 
isolation; Renaissance scholar Eugenio Battisti describes the environment of 
Francesco’s studiolo as “artificial night,” relating the nocturnal atmosphere to a 
contemporary idea of night as restorative to the soul.236  By covering the single 
window, blocking out any encroachment of the hustle and bustle of the nearby 
Piazza della Signoria, the very heart of Florence and indeed the Tuscan state over 
which he ruled, Francesco strongly demarcated the studiolo as a personal, even 
restorative, space.     
The artificial or imposed nocturnal atmosphere of the studiolo tapped into 
an understanding of the night as a time of personal growth.  The studiolo's 
                                                          
235 Schaefer, 8.  This, of course, would not be true of Morandini's frescoes, the first of the studiolo 
works undertaken. 
236 Berti, Il principe dello studiolo, 67. 
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proximity to Francesco's bedchamber suggests that he may have used the space 
during the evening or early morning hours.  Biblical narratives such as the story 
of Jacob and the angel describe night as a time of personal struggle or trial from 
which the protagonist emerges spiritually changed.  The Genesis narrative of 
Jacob’s encounter with the angel features strong similarities with the process of 
solitary contemplation that Francesco experienced within his studiolo, although 
presumably without angelic accompaniment.  Crossing the Jabbok River with his 
family, Jacob then sends them away.  “Jacob was left alone; and a man wrestled 
with him until daybreak,”237 the narrative states.  Jacob’s trial extends throughout 
the night and results in physical injury, but ultimately he emerges victorious and 
spiritually proven.  As their struggle ends as the day is breaking, the angel 
blesses Jacob, renaming him Israel in recognition of his tenacity and moral 
strength.   
Even Dante, the cornerstone of Florentine culture in the early Renaissance, 
continued the medieval association of night time as potentially challenging but 
transformative.  The spiritual and personal journey that comprises La Commedia 
Divina begins at the very moment that day slips into night, suggesting that its 
pseudo-autobiographical protagonist experiences his profound voyage through 
Hell, Purgatory, and Heaven through the night.  Canto II of L’Inferno begins 
                                                          
237 Genesis 32:24; Holy Bible: New Revised Standard Edition (New York: American Bible Society, 
1989.)  The narrative of Jacob and the angel covers Genesis 32:22-32. 
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“Day was departing, and the evening air/Called all earth’s creatures to their 
evening quiet/ While I alone was preparing as though for war/ To struggle with 
my journey and with the spirit.”238  In these examples of medieval and early 
Renaissance narratives, the protagonist must face his personal night-time trial 
alone, reflecting Francesco’s own approach to a nocturnal and private studiolo 
atmosphere within which to improve himself through study. 
Along with Francesco’s prohibition on visitors to the studiolo, the 
decorative program of the room suggests that the prince used the space for a 
more personal and contemplative function than did many earlier Renaissance 
rulers who commissioned studioli.  While many princely studioli, such as those of 
Federigo da Montefeltro, feature glorifying decorative programmes and portraits 
of the ruler, no independent portraits of Francesco appear in his studiolo.  Rather, 
he appears in two paintings as an observer or participant in the workings of the 
Casino di San Marco, the court workshops in the Giardini de’ Semplici, located 
across the street from the convent of San Marco (Figure 1.21.)   Commissioned by 
Francesco and designed by Bernardo Buontalenti, the casino included the court 
fonderia239 and workshops that produced a wide variety of artistic and 
technological products, including glassware, metal work, and Tuscany’s famous 
                                                          
238 Dante, L’Inferno, Canto 2, 1-5. Original Italian “Lo giorno se n’andava, e l’aere bruno/ toglieva 
li animali che sono in terra/ da le fatiche loro; e io sol uno/ m’apparecchiava a sostener la 
guerra/ sì del cammino e sì de la pietate.”  Italian and English passages from The Inferno of Dante. 
trans. Robert Pinsky (New York: Farrar, Straus and Giroux, 1994), 14-15. 
239 From 1576 on, before which, it was located at the Palazzo Vecchio and briefly at the Boboli 
Gardens.  Berti, Il principe dello studiolo, 56. 
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pietre dure inlaid stonework.  In Giovanni Maria Butteri’s La Vetreria (Figure 1.23), 
Francesco is depicted inspecting the glassware produced in the granducal 
laboratories, and in Stradano’s Gli Alchimisti (Figure 1.24), Francesco appears in a 
remarkably casual image, engaging in alchemical research with his shirtsleeves 
rolled up, a look of intense concentration on his face.  Without knowledge of 
Francesco’s physiognomy, one could easily overlook the fact that the grand duke 
appears at all in these images.  This lack of princely glorification, in a space 
dedicated to Francesco as the single “super-reader,” suggests that the studiolo 
served as a personal retreat from the visibility of the role of Grand Duke, while 
still, as discussed below, expressing Francesco's right to rule.   
The depiction of Francesco intensely absorbed in his alchemical study 
reflects not only his life-long appreciation of the discipline, taught to him by his 
father, but a contemporary understanding of alchemy as an important means to 
understand the workings of nature.  Stradano's painting depicts Francesco 
dressed in red hose and a yellow vest, adorned in the colors of alchemical gold,240 
as if the painter celebrates the prince for his commitment to the science.  
Although today dismissed as a pseudo-science at best, alchemy served as an 
early modern forerunner to the modern study of chemistry and was practiced 
and studied by natural philosophers and princes across Europe, including 
                                                          
240 Suzanne Butters, The Triumph of Vulcan: Sculptor's Tools, Porphyry, and the Prince in Ducal 
Florence (Florence: Leo S. Olschki, 1996), 251. 
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Francesco's nephew-in-law, Rudolf II.  Understood as a technique by which one 
could understand and manipulate natural materials, alchemy was far more than 
simply the search for a way to manufacture gold.241  Alchemy's sought-after 
control over and use of earth's materials to produce desirable products, including 
medicines, salts, lime, gunpowder, oils, and liquors,242 as well as precious metals, 
reflects early modern science's interest in understanding natural forces that both 
create and transform.   In his Somnium Synesiorum of 1562, a popular handbook 
for interpreting dreams, Girolamo Cardano succinctly encapsulates natural 
philosophy's interest in early modern subjects such as alchemy or "natural 
magic": "Magic is a practical activity which aims at the transformation of nature 
by interfering with the laws of nature through technical knowledge of how they 
operate."243 A far cry from sorcerers or witches on brooms, Cardano's description 
of magic, akin to how modern astrophysicists or chemical engineers might 
describe their work, conveys how early modern scientists were attracted to 
alchemy for its ability to teach them to control natural forces.  The gleam in 
Francesco's eye as he engages in alchemical experimentation in Stradano's 
painting reflects the excitement that he shared with other early modern 
alchemists as they explored powerful processes of heat and transformation, 
which they believed allowed them to better understand the workings of the 
                                                          
241 Peter Burke, 193. 
242 Butters, 243. 
243 Quoted in Hamburgh, 686. 
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natural world. 
The depictions of the prince working in the laboratories of the Casino di 
San Marco link the space in which Francesco studied nature’s powers to the site 
at which he actively sought to understand and harness those same processes.  
Literally rolling up his shirtsleeves, as in Stradano’s painting, Francesco engaged 
in hands-on experimentation and creation at the casino, working with varied 
materials such as glass, metals, stone, and porcelain.  Francesco's former tutor, 
long-time friend, and court artist Bernardo Buontalenti served as director of the 
Casino di San Marco and had particular involvement in the rock crystal, pietre 
dure, and experimental porcelain workshops.244  In 1575 Francesco, assisted by 
Buontalenti, was in fact the first European to approximate the production of 
Chinese soft-paste porcelain, beating Saxon producers by over a century (Figure 
2.40.)245  Francesco also explored mechanical instruments and their associated 
rules of nature, evidenced by a lengthy and ultimately unsuccessful project with 
Buontalenti to create a perpetual motion machine.246  Medicinal products such as 
poisons, antidotes, and natural products believed to be salubrious, including a 
                                                          
244 Berti, Il principe dello studiolo, 53. 
245 Francesco and Buontalenti's "discovery" of porcelain was actually a variation that did not 
include the mineral kaolinite, the secret ingredient of Chinese porcelain.  "Porcellana medicea," as it 
was known, was nonetheless a highly prized luxury good, although its production remained 
limited.  Francesco on occasion gave pieces as diplomatic gifts to Philip II of Spain and Alfonso 
d'Este, uncle of Alfonso I.  Porcellana production continued at the Casino until 1620 under the 
direction of Niccolò Sisti.  Ibid., 55-56. 
246 Berti, Il principe dello studiolo, 56. 
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product made in 1578 known as "oro potabile,"247 were another focus of the 
Casino's shops.  Francesco's interest in the Casino di San Marco was carried on 
by his son Antonio, who devoted much of his time to working at the Casino, 
served as its unofficial director, and even published an experimental "cookbook" 
from the Fonderia in 1604.248 
Multiple commentators from the period remark on the extent to which 
Francesco spent time at the casino, arriving early in the morning and often 
leaving late at night.249  Some even suggest that he carried on state business while 
experimenting.250  In 1576 Andrea Gussoni described the prince’s activities at the 
casino after he had been given a tour of the facilities.  Gussoni says that Francesco 
“worked in the ordinary glass furnace,”251 emphasizing that the prince worked 
shoulder-to-shoulder with his craftsmen and designers.  Gussoni does note the 
dignity of the prince’s handling of expensive materials and advanced 
technologies, adding that “these vases [produced in the casino], through their 
materials and through their artifice, are very noble and varied.  They were made 
by the hand of the prince.”252  The French essayist Michel de Montaigne also 
visited Francesco at the casino during both of his visits to Florence in 1580-81, 
                                                          
247 Berti, Il principe dello studiolo, 52. 
248 Ibid., 56.  For more on the casino under Don Antonio, see Conti, 248. 
249 Schaefer, 189 
250 Ibid.  
251 Original Italian from Ibid., 188: “lavora nella fornace del vetro ordinario.”   
252 Schaefer, 188.  Original Italian: “Questi vasi, e per la materia in e per l’artificio, sono molti 
nobili e vaghi.  Che son fatti dalla mano del principe.” 
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recording the Grand Duke's activities at the casino as including "counterfeiting 
oriental stones [porcelain] and cutting crystal, for he is a prince who dabbles a 
little in alchemy and the mechanical arts, and is above all a great architect."253  At 
both visits, Montaigne's travel journal records his personal interest in, above all, 
the objects that Francesco makes through his own labor in the casino's 
workshops.  During his return visit, Montaigne singles out one impressive object 
for description:  
What appeared to me the most important was a rock in the form of 
a pyramid, composed and built of all sorts of natural minerals, one 
piece of each, joined together.  This rock will later spout water by 
means of which we shall see many objects in it set in motion, water-
mills, and wind-mills, little church bells, soldiers on guard, 
animals, hunts, and a thousand other things.254 
 
Montaigne's favorite object perfectly encapsulates the spirit of the experimental 
production taking place at the casino, combining mechanical technologies and 
the visual arts in equal measure to produce objects that, even if fanciful, 
demonstrated how the Grand Duke and his assistants' comprehension of natural 
forces could translate into beautiful and useful products. 
It is no coincidence that the paintings within which Francesco appears 
celebrate technological processes based on transformation, for which they served 
as an analogy to the process that the prince himself underwent upon retreating to 
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his studiolo.  Just as sand is melted into glass and alchemists sought to transform 
base metals into valuable gold, Francesco may have understood his rejuvenation 
within the studiolo as a similar process of purification and transformation, akin to 
a spiritual journey.  Removed from the ceremonial duties associated with being 
Grand Duke, within the studiolo Francesco could turn his attention to the pursuits 
closest to his soul – understanding the creative processes of man and nature, the 
intellectual and contemplative complement to his experiments and production 
within the granducal workshops.  While it seems that Francesco personally 
enjoyed experimenting in the casino, such activities also served to broaden his 
knowledge of the universe and the workings of nature.  The experiments 
conducted at the Casino di San Marco can also be understood as part of the 
process of self-improvement in which the studiolo assisted the prince.  While the 
casino served as the active side of his pursuit of universal knowledge, providing 
the raw data from its experiments, the studiolo offered Francesco a place to 
contemplate and synthesize his discoveries in the laboratories and workshops.  
Barring others from entering his private sanctuary, Francesco could dedicate his 
attention to appreciating and understanding the workings of the world.  At the 
same time, Francesco's participation in such contemplation reflected the 
expectations placed upon him as an early modern prince.  As discussed in 
Chapter One, Castiglione wrote in Il Cortegiano that a prince should not only 
strive for the Renaissance ideal of balance between the vita activa and vita 
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contemplativa, but should place even greater emphasis on the contemplative 
because of the great consequences of his decisions as a ruler.   Francesco's 
experiments with alchemy and the mechanical arts were well-known across 
Europe;255 Francesco di Vieri, known as Verino Secondo, even dedicated an 
alchemical treatise to the grand duke.256  With much of his time spent in active 
experimentation at the Casino, perhaps Francesco devoted such expense upon 
his studiolo in an effort to balance his princely scale.  That Francesco is so closely 
associated in art historical literature with his studiolo demonstrates its 
fundamental role in the prince's ideal intellectual life, not merely a decorated 
retreat but an important part of Francesco's ability to satisfy early modern 
expectations of a learned and sage ruler. 
 While a number of scholars have interpreted the privacy of Francesco’s 
studiolo as a means by which the prince prohibited anyone else from accessing his 
understanding of the order and workings of the universe, 257 I interpret the 
microcosm that is represented within the studiolo as an educational space.  Rather 
than relating to the cosmological knowledge that the room’s decorations purport 
to encapsulate, the privacy of the studiolo functioned more personally for 
Francesco, creating a sense of comfort that would allow him to devote his 
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attention to study.  Just as earlier commentators noted that a studiolo could 
provide relief from the pressures of daily life, Francesco no doubt enjoyed the 
solitude and relative invisibility that the room afforded him.  Even when 
secluded in his studiolo, however, Francesco was not hiding from his granducal 
responsibilities.  The studiolo’s decorative scheme, which organizes the 
productive processes of man and nature according to their most elemental 
qualities, simultaneously catalogues the tangible products of those processes 
within the display cabinets.  The collecting and display of natural wonders not 
only demonstrated an element of control over the world, as many scholars of 
early modern thought have noted, but equally displayed the collector’s control 
over the information or knowledge represented by such objects.258  The studiolo 
can thus be understood to serve as an educational space, in which Francesco 
could enhance his understanding of the order of the natural world.  A complete 
understanding of the world, encompassing early modern biology, technology, 
geology, and medicine, would enhance the prince as an enlightened ruler, one 
capable of using his knowledge for the good of his subjects.  Valentina Conticelli 
expands upon this idea that Francesco's linked activities at the casino and the 
studiolo served not just as personal and scientific interests of the grand duke but 
also were understood as beneficial for society at large.  Arguing that the writings 
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of the respected Neoplatonist Marsilio Ficino are critical to understanding how 
Francesco viewed these activities, especially De Vita (published 1489 and 
continually in print until the Seicento), Conticelli points to Ficino's suggestion 
that meravigliose, both natural specimens and objects such as metals and gems, all 
present in Francesco's studiolo, had medical and therapeutic uses potentially 
beneficial to all of Francesco's subjects.259   
Contemporary and ancient thought supported this understanding of 
knowledge of the known world as fundamental to being a good ruler.  In his De 
Finibus, Cicero stated that “no one can pass a true judgment on good or evil 
unless he understands the whole science of Nature,”260 reflecting the moral 
necessity of understanding the terrestrial world and cosmos for a ruler striving to 
be just.  While Francesco’s personal interest in Cicero is hard to determine, his 
father Cosimo owned many works by the ancient writer,261 making it probable 
that Francesco had read Cicero either during his education or at his own leisure.  
The late Renaissance scholar Giambattista della Porta made the connection 
between good leadership and scientific understanding even more directly.  In his 
guidebook to experimentation, Natural Magic (1558), della Porta argues for the 
epistemological necessity of conducting scientific experiments.  He believed that 
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the knowledge gained through such experiments would give the prince a better 
understanding of the cosmos, making him more capable when it came to ruling 
his kingdom.262   As Scott Schaefer succinctly paraphrases della Porta, a ruler 
must understand the whole to know his own part.263   
More than simply a decorated hideaway, the studiolo served as a space in 
which Francesco could engage with his princely duties that were closest to his 
personal interests.  Within the studiolo Francesco could turn his attentions to 
improving the princely capacities that most directly aligned with his personal 
interests, those of knowledge, science, and the natural world.  
 
 
Status and the Medici name: The studiolo as Marker of Authority 
 
Although serving for Francesco as a personal space for contemplation, his 
studiolo was not without associations of authority, drawing on ideas long 
connected with Renaissance studioli.   Whether constructed by princes, clerics, or 
humanist scholars, studioli remained spaces that required a high degree of 
expendable income and leisure time to construct.  Many of the objects found in 
studioli, including manuscripts, ancient statuettes and cameos, rare exotica, and 
imported Eastern carpets, were themselves expensive luxury items, reflecting the 
growing Renaissance association of status with the demonstration of wealth and 
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the display of possessions.  As the economic historian Richard Goldthwaite 
observed, for Renaissance buyers, consumption served as a means to create their 
identities.264  The expensive and rare objects that populated Renaissance studioli 
not only proclaimed the financial wealth of their owners, but additionally served 
to demonstrate their owners’ discriminating taste and erudition.  The objects on 
display in a studiolo, including books and paintings, served as emblems of the 
Renaissance conflation of the association between wealth, wisdom, and power.   
Of course, possessing a room used for quiet contemplation of ancient 
objects and scholarly texts necessarily implies that one has the requisite leisure 
time to devote to reading and thinking.  Studioli conferred the prestige associated 
with literacy and learning, fundamental ideals to the Renaissance upper class.  
Throughout the early modern period, owning a studiolo demonstrated that its 
owner possessed both monetary wealth and the personal virtue of gentilezza, the 
distinguishing manners and refinement of the ruling elite.  The virtue of 
gentilezza, which indicated civility, education, and above all, discrimination, 
could be embodied in a studiolo’s owner in celebration of him (or, occasionally, 
her) as a great individual or equally as a noble representative of a great family.  
Francesco’s studiolo engaged with both manifestations of gentilezza.  The room’s 
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existence, along with his frequent participation in the experiments and 
technological processes taking place in the Casino di San Marco, painted the 
grand duke as a contemplative and intellectual prince, striving to understand the 
mysteries of nature as a learned ruler and as a natural philosopher.  This self-
fashioning on Francesco's part is also evident in many of his portraits discussed 
in Chapter One, perhaps most significantly in his early portrait by Alessandro 
Allori, which introduced Francesco to the stage of late 16th century European 
politics by presenting him as a knowledgeable collector (Figure 1.1.)   
Even when access to studioli, such as Francesco's, were highly restricted 
(often described as secretive, although its existence in the Palazzo Vecchio seems 
not to have been hidden), the very act of retiring to a personal sanctum connoted 
authority through the privileged ability to do so.  Tim McCall describes the use 
of such space for private withdrawal as a "public or conspicuously visible 
exercise of status [and] sovereignty,"265 reflecting the fact that Francesco's time 
spent in his studiolo, even when he was physically alone in the space, 
communicated messages of his princely virtue and authority to a courtly 
audience far beyond the confines of the room itself.266 
While the expenditures necessary to create a studiolo, or any major artistic 
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commission for that matter, demonstrate the patron’s financial as well as erudite 
status, certain kinds of commissions communicated a particularly princely 
ability.  While spectacular commissions such as huge palaces or richly-decorated 
funerary chapels demonstrated that a ruler had the solid wealth to commission 
such a structure, Francesco’s studiolo demonstrated his princeliness through its 
exceptional status.  Employing a veritable stable of nearly 40 court artists and 
intellectuals, Francesco’s studiolo was inherently impossible for anyone but the 
prince himself to commission.  By commissioning paintings and sculptures from 
nearly all of the Medici’s court artists, perhaps even working with them to 
suggest and refine the subjects of the paintings,267 Francesco showcased the 
quality and breadth of talent employed by the Florentine state.  Larry Feinberg 
describes the studiolo as an “intimate salon, featuring the works of the young 
members of the relatively new artists’ academy and showcasing virtually all the 
trends of painting then current in Florence.”268  His description highlights the 
degree to which Francesco’s commission demonstrates the uniqueness of the 
Florentine art scene and links that uniqueness back to Medici patronage.  The 
studiolo features works by at least a half-dozen members of the Accademia del 
Disegno, one of Europe’s first art academies, founded in 1563 by Vasari under 
the official patronage of Cosimo I.  Borghini, who designed the program, was 
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appointed luogtenente of the Accademia by Cosimo in 1563.  Francesco also 
supported the Acccademia through official court sponsorship and employment 
for its members.  The busy and brightly colored compositions that fill the studiolo 
show off the courtly Mannerist style that epitomized the art of the Florentine 
Academicians.  With established, often salaried, positions at court, these artists 
were at the beck and call of the prince and his artistic majordomos, Vasari and, 
later, Buontalenti.  While another patron or prince might have the financial 
wherewithal to commission such a project, the special nature of the Medici 
granducal court, with its hierarchical series of clientalismo relationships, made it 
virtually impossible to replicate outside of its precise context.  Another duke or 
cardinal would not have had the same power to commission and direct the 
production of these particular artists.  The interest in re-creating Francesco’s 
commission is not simply speculation; in 1572, Pope Gregory XIII wrote to 
Francesco to inquire about the invenzione of the studiolo as a possible model for a 
commission of his own.269   
The uniqueness of the commission gave it value as a special sort of signal, 
one that indicates more than simply sheer financial power.270  In his 1542 treatise 
De la instituzione di tutta la vita de l'uomo nato nobile, Alessandro Piccolomini 
conveys this idea of the truly unique commission as an additional instruction to 
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the Renaissance ruler seeking to demonstrate the princely virtue of magnificenza, 
an ideal dating back to the early Renaissance but still very much front and center 
at Francesco’s granducal court.271  He instructs that “the magnificent should 
make every effort so that his works cannot be easily imitated, and should always 
seek to outdo what has already been done by others on similar occasions.”272  
Piccolomini’s advice demonstrates that the ability to out-do or trump other 
patrons from replicating your degree of magnificence was a key goal of elite 
Renaissance patrons, and one can imagine Francesco’s pleasure upon seeing his 
magnificently decorated, and completely unique, personal studiolo. 
The studiolo also enhanced Francesco’s status as Grand Duke by 
connecting him to earlier sites of Medici collecting.  By the time of Francesco’s 
reign, the Medici family had controlled Florentine politics for nearly two 
centuries, and throughout that time, the family had continuously played upon 
the associations of wealth and power that went along with collecting in the 
Renaissance.  Through both patronage of Florentine artists, such as the 
relationship between Donatello and Cosimo il Vecchio (1389-1464), and collecting 
expensive and rare objects, earlier Medici rulers had demonstrated the status and 
political authority that physical objects could communicate.   
To display the ever-expanding Medici collection of art and antiquities, 
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important Medici figures from the second generation on co-located and 
organized these objects in spaces dedicated to their display.  The son of Cosimo il 
Vecchio, Piero de’ Medici (1416-1469) was the first Medici to display his collection 
in a small room described as a studio or scrittoio in the heart of the Palazzo Medici 
on the Via Larga (today, Via Cavour), most likely on the floor above the piano 
nobile. According to Eve Borsook, Piero’s scrittoio was the most famous example 
of such a space in its time,273 and multiple rulers and nobles sought to create their 
own scrittoii in imitation of Piero, including Federigo da Montefeltro.274  
Decorated with Luca della Robbia’s series of glazed terracotta roundels 
illustrating the months of the year (Figure 2.41), Piero’s study inaugurated the 
family tradition of a dedicated, decorated studio which would reach its most 
resplendent example in Francesco’s studiolo just over a century later.  The exact 
location of Piero’s study in the Palazzo Medici remains unclear, although some 
scholars suggest that Lorenzo used the same space as his own study. 275   A 1459 
inventory of the palazzo mentions “great numbers of highly ornate books, vases 
of alabaster and chalcedony decorated with gold and silver, some by nature and 
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others with human talent made,”276 a list of items that would describe with equal 
appropriateness objects in any successive Medici ruler’s collection.  In his Trattato 
dell’Architettura (1464), Filarete describes Piero’s studio as filled with gold, silver, 
fine stones, marble, and varied objects, including armaments and musical 
instruments, made of “other materials that are marvelous things to see.”277  He 
stressed the quality of the objects within, describing them in almost moral 
language as filled with “dignity,” “virtue,” and “esteem”; additionally, he 
describes the objects as coming from all over the world.278  Filarete also observed 
that “Piero delights in every worthy and strange thing and does not note the 
expense,”279 marking the connection between objects and financial power that 
characterized Medici collecting from its inception.  Evelyn Welch reminds that 
Filarete, who was hoping to receive Medici patronage when he wrote his 
idealized description of Piero and his studio, most likely did not intend perfect 
journalistic accuracy when describing both the profusion of objects and Piero's 
erudite activities in the space.280  However, his lengthy description of the 
collected objects and collector's activities in Piero's studio have successfully 
served to keep Piero il Gottoso in the scholarly narrative of important Medici 
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collectors; given his relatively minor status in Florentine political history, Piero 
the historical figure has been more or less kept alive by Filarete's words, 
reflecting the function that an important collection could play politically.  The 
Medici tradition of collecting and the display of the family collection in a 
sequestered studiolo was initiated shortly after the Medici took power in 
Florence, allowing the concomitant associations of status, wealth, and, 
ultimately, political authority to solidify over each subsequent generation of 
Medici rulers.  Francesco’s studiolo asserted these same meanings which had been 
reinforced in each of the four successive generations separating the second grand 
duke from the first great Medici collector. 
The most famous of the Medici illustri, both today and by the time of 
Francesco’s reign, was certainly Lorenzo il Magnifico (1449-1492), the son of Piero 
il Gottoso.  Today a nearly mythical figure of the Italian Renaissance, Lorenzo’s 
reputation as an enlightened patron, keen humanist, and ambitious collector had 
already developed by the late Cinquecento.  While earlier Medici figures such as 
his father and uncle had initiated the family interest in collecting items of both 
antique and modern provenance, Lorenzo sought to actively expand the size and 
range of the collection,281 more than doubling the family holdings within his 
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lifetime.282  His collecting appetite suggests that he understood that the 
acquisition of desirable collectible objects could reflect more than simply a skilled 
connoisseurial eye, offering additional, and surely more powerful, meanings of 
real authority. 283   
Continuing the tradition established by his father, Lorenzo kept his most 
precious items and family papers in a treasury deep in the heart of the Palazzo 
Medici.  Most likely occupying the same room in which his father stored his own 
collection, Lorenzo’s small treasury was hung with Spanish leather and 
decorated with Paolo Uccello’s Battle of San Romano series (Figure 2.42.)  
Reflecting contemporary humanist interest in the classical world, Lorenzo was 
predominantly interested in acquiring objects believed to have ancient 
provenance.   Lorenzo’s collection in fact featured little contemporary art,284 
despite his reputation today as a great patron of Renaissance masters.  In both 
their combination of natural and man-made craftsmanship and extreme 
costliness, the items recorded in Lorenzo’s studio are generally similar to the 
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kinds of objects that would have been stored in Francesco’s studiolo, although 
Lorenzo's treasury had a greater proportion of objects that we would today 
consider "fine art." 
The number and value of the items in Lorenzo’s collection is truly 
staggering, and reminds historians of the impressive financial power of the 
Medici house.  An inventory of the Palazzo Medici taken upon Lorenzo’s death 
in 1492 records 20% of its items as household goods; the entire balance of the 
inventory is devoted to collectibles.285  While modern taste may prefer fine art 
over the items that dominated his collection, mostly gems, cameos, coins, medals, 
rings, gold chains, maps, and his famous hardstone vases, the value of these 
small-scale collectibles far and away outstripped the price of paintings.  For 
example, one of Lorenzo’s celebrated cameos, the Noah Cameo (Figure 2.43), was 
worth 2,000 florins, twenty times the price for the most expensive painting listed 
in the 1492 inventory, a Fra Angelico work valued at 100 florins.286  Ruth 
Rubinstein observes that his carnelian intaglio depicting Apollo and Marsyas 
was worth over 1,000 florins, more than Domenico Ghirlandaio was paid for the 
entire Tournabuoni Chapel.287  Other individual items were valued at equally 
astonishing prices, such as a “unicorn horn” estimated at 6,000 florins288 and the 
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famous Tazza Farnese (Figure 2.44), valued at 10,000 florins289 – in short, even one 
of these tiny collectibles was worth a true fortune.  Gems and other ancient 
works remained highly collectible objects for all subsequent Medici collectors, as 
did the unicorn horn -- most likely the tusk of a narwhale; such a specimen 
remained highly collectible for decades to come.  The incredible monetary 
estimate placed on Lorenzo's specimen is borne out by the fact that both Cosimo 
and Francesco strove to obtain one through their agents.  Although Cosimo did 
manage to obtain a unicorn horn in 1569,290 it is not listed in the inventory of the 
studiolo in 1574, although it could have been stored elsewhere, perhaps in the 
Tesoretto, as it clearly would have constituted a treasure in the eyes of the Grand 
Duke. 
While Lorenzo focused his collecting interests and money on items of 
supposed ancient origins, his study, as noted, was also adorned with 
contemporary works of art.  While Uccello’s San Romano series retains its 
association with Lorenzo even today, other small paintings ornamented the 
space in keeping with contemporary studiolo decorating practice.  Bronze 
statuettes (of unknown provenance), small “Greek” (probably Byzantine) 
paintings and mosaics, and works by contemporary painters, both Northern and 
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Italian, are recorded in the 1492 inventory.291  The inventory lists at least one 
painting by Francesco Squarcione and two by Petrus Christus; one of the 
Christus works is recorded as a St. Jerome in his Study (Figure 2.45),292 a 
delightfully appropriate subject on display in a study.   
Lorenzo took the additional step of carving his initials into many of his 
objects, mostly the hardstone vases and cameos (Figures 2.46-2.47).  While the 
exact meaning of the inscription, consistently “LAU. R. MED,” remains debated 
among scholars,293 the motivation for this action was clearly Lorenzo’s intention 
to mark his ownership of these items.  Rather than creating a base or setting that 
recorded his name which could subsequently be removed or altered, by carving 
his initials directly into the valuable objects, Lorenzo not only indelibly recorded 
his ownership but equally asserted his right as owner to mark, change, or even 
deface the object.  This action, unique among Renaissance collectors, combined a 
humanist’s affection for the beautiful objects of the past with the lasting 
demonstration of a ruler’s right to possess. 
These bold assertions of ownership and financial power could not have 
had their desired impact without constituents to view them, and the treasury’s 
function in the Palazzo Medici demonstrates how Lorenzo actively utilized the 
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display of his collection to impress his visitors.  Like the Palazzo Vecchio, the 
Palazzo Medici was both a private family residence and a center for political 
activity; as such, it was routinely opened to visitors, ranging from the high-born 
to the quotidian.  According to historian Mark Phillips, in Renaissance Florence, 
visiting a political figure was often the first means of declaring your personal 
and political allegiance.294  Meeting city leaders in their homes was thus a 
necessary political act, and a major figure like Lorenzo would entertain many 
such visits.  For example, a 1490 visitor to the palazzo notes that he observed over 
40 people waiting in the courtyard to speak to Lorenzo.295  Special occasions such 
as holidays and funerals were also times when visitors to the Palazzo Medici 
might have viewed the family collection.  Additionally, Brenda Preyer suggests 
that political leaders often met in their private residences for strategy sessions;296 
such “power dinners” would undoubtedly be the perfect opportunity for 
Lorenzo to show off his valuable objects to his impressionable partisans.  
Lorenzo was also known to allow artists and distinguished visitors to visit the 
treasury.  For example, in his biography of Michelangelo, Ascanio Condivi states 
that while the young artist was living in the Medici household, Lorenzo “would 
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show him his jewels, carnelians, medals, and similar things of great value.”297  As 
these items were displayed in Lorenzo’s treasury, and given Michelangelo’s 
direct involvement in Condivi’s biography, it is fair to assume that Lorenzo 
invited the young Michelangelo to view his treasury collection (or, perhaps, that 
Michelangelo wanted readers to believe that he had visited the famous treasury.) 
 The display of his collection was meant to impress upon visitors 
Lorenzo’s taste, wealth, and consequent political power.  When guiding visitors 
through the collection, Lorenzo would even “curate” his tours to align with the 
collecting or patronage interests of his visitor.298  With over 4,000 coins, 127 gems 
and cameos, and 62 hardstone vases, it is not difficult to imagine their impact.  
Lorenzo’s biographer Niccolò Valori notes that the distinguished visitors who 
were given tours of the Palazzo Medici, including Ercole d’Este, Galeazzo Maria 
Sforza, and Federigo da Montefeltro, were impressed by both the beauty of the 
objects in the study and by the effort and wealth required to amass such a 
collection.  Lorenzo’s study, with its collection of small-scale but precious 
collectables, demonstrated his sophisticated, princely taste and the raw financial 
force of the Medici family. 
Approximately 50 years later, Cosimo I utilized the association between 
the Medici family name and their tradition of collecting and display to solidify 
                                                          
297 Ascanio Condivi, The Life of Michelangelo. trans. Alice Sedgwick Wohl (University Park, PA: 
The Pennsylvania State University Press, 1976), 13. 
298 Stapleford, 8. 
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his connections to the main branch of the family and to assert his political 
authority.  Brought in to Florence from the cadet branch of the family, Cosimo 
utilized the arts throughout his reign to strengthen the association between 
himself and the most famous Medici rulers, primarily Lorenzo and his namesake 
Cosimo il Vecchio.  Cosimo’s artistic commissions consistently played upon 
linguistic and astrological associations that linked him to earlier figures, 
utilizing, as Janet Cox-Rearick describes, “Medici imagery constantly turning 
back on itself.”299  Attempting to create connections between the heralded taste 
and erudite humanism of the Medici greats, Cosimo created a variety of sites to 
display objects from his own collecting efforts.300  
In 1540, Cosimo moved his private residence from the Palazzo Medici to 
the Palazzo Vecchio, an audacious assertion of his grand new vision for 
Florence’s political structure.  Cosimo aspired to create a true Tuscan state, 
expanding the borders of Florence’s territory beyond the city walls to incorporate 
nearby, formerly independent, towns such as Siena and Pisa, whose conquests 
                                                          
299 Cox-Rearick, 7. 
300 Many of the objects that had constituted the family collection, including the hardstone vases 
and cameos, were dispersed in the chaos and looting that took place as part of the Medici’s ouster 
from Florence in 1494.  While some of the objects, such as the Tazza Farnese, can be traced, the 
location and fate of many, if not most, of the objects remains unknown.  Many of the hardstone 
vases were recovered under subsequent Medici returns to power.  During his papacy, Pope Leo X 
(originally Giovanni de' Medici, Lorenzo's eldest son) had some of the vases turned into 
reliquaries and donated them to the Medici family church of San Lorenzo, where they are on 
view today adjacent to the Cappella dei Principi.  Another group of approximately 15 vases are 
on view at the Palazzo Pitti as part of the Museo degli Argenti. The Tazza Farnese had a 
complicated provenance after the deaths of Lorenzo and his son Piero, passing through the hands 
of Ottavio Farnese (hence its moniker) and ultimately ending up in the archaeological museum in 
Naples. 
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were later celebrated in Vasari's frescoes in the Salone dei Cinquecento.  Cosimo 
saw his own position leading this new, powerful state as one of absolute 
authority.  He cemented his strong personal rule in August 1537 when he routed 
his republican opposition at the battle of Montemurlo.  Asserting his personal 
authority over his subjects, Cosimo brutally executed those involved in the 
conspiracy, leading Charles V to officially acknowledge him as duke of Florence 
and discouraging any future attempts to overthrow him.  His bloody but 
effective stop to any political opposition, which he established within the first six 
months of his reign, has associated Cosimo to this day with the realpolitik political 
philosophy of Niccolò Machiavelli, whose magnum opus Cosimo may well have 
read.  
Cosimo’s decision to relocate his residence to the Palazzo Vecchio reflects 
his vision of the Florentine state as ruled decisively by an all-powerful head of 
state.  Establishing the Palazzo Vecchio, the former seat of Florence’s republican 
government, as his residence sent a clear message that the new Florentine state 
would be governed by personal Medici rule.  To transform the old government 
building into a palace appropriately splendid for a duke, Cosimo ordered a 
massive overhaul of the Palazzo Vecchio, decorating and updating the building 
in a renovation campaign that began around 1542 and continued into the 1570s.   
As part of these efforts, Cosimo constructed at least five studii, as he played up 
his continuation of the Medici tradition of collecting and display.  Further 
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connecting Cosimo’s studii to their Medici forerunners, some objects displayed in 
these spaces were transferred directly from Lorenzo’s Palazzo Medici treasury to 
the new Scrittoio di Calliope, the most impressive of Cosimo’s studioli, 
constructed 1555-58 under Vasari’s auspices (Figures 2.48-49.)   
Although most frequently given the name scrittoio, this very small space 
was most likely not used by Cosimo as a writing room.  I agree with Andrea 
Gàldy’s observation that it is hard to imagine the active and forceful Cosimo 
sitting to read and study in this room, or any other, for that matter.301  While I use 
the term, the room in fact served more as a treasury or studiolo, a room primarily 
for the display of objects, both those from the original Medici collection and 
those acquired by Cosimo, himself an active and uninhibited collector.  Mary 
Hollingsworth describes his collection of antiquities as one of the best outside of 
Rome;302 in addition to ancient objects, Cosimo collected contemporary paintings 
and drawings.  His personal taste for colored stone initiated a trend in Medici 
tastes that would culminate with the hardstone explosion that is the Cappella dei 
Principi at San Lorenzo, explored more fully in Chapter Four.   Located adjacent 
to two major reception rooms on the second floor of the renovated palazzo, the 
Scrittoio di Calliope was also accessible via a door that opened onto a small 
staircase that led to a hallway adjacent to the Salone dei Cinquecento on the floor 
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below.303  One can easily imagine Cosimo showing off the room to visitors, much 
as Lorenzo did with his treasury.  Its location, directly adjacent to the Sala di 
Cerere, a reception room, suggests that it was not used by Cosimo as a "night 
study," close to private quarters, as was Francesco's studiolo.  In fact, the tiny 
dimensions of the room make it difficult for more than one or two people to 
inhabit the space without bumping into things, as I can personally attest.304  One 
can imagine Cosimo showing it to visitors as a carefully arranged showpiece, a 
miniature forerunner of the later Uffizi Tribuna.  In case the connection between 
Cosimo’s scrittoio and earlier Medici illustri was not apparent to visitors, the 
space was decorated with an extensive series of oil-on-tin portraits of Cosimo’s 
Medici forebears, executed by Bronzino’s workshop (Figure 25), which must 
have almost completely covered the walls with Medici faces.   Recognizing that 
the treasures of the Medici collection had always been associated with the seats 
of the family’s power, Cosimo transferred objects from the Palazzo Medici to his 
new residence at the Palazzo Vecchio, including ancient or all’antica statues of 
Mercury and Hercules and a torso fragment possibly displayed originally in 
Lorenzo’s treasury.305 
                                                          
303 Gáldy, 702.  The door and associated staircase are no longer visible; possibly the strange white 
mass visible in Figure 2.49 is the plastered-over remains of this staircase.   
304 My sincere thanks to the guards of the Palazzo Vecchio for allowing me access to the Scriottoio 
di Calliope and for tolerating my clumsiness.   When originally installed with works of art, 
including small statuettes and coins displayed on a cornice, certainly no more than two people at 
the most could have entered the room without upsetting the works on display. 
305 Gáldy, 707. 
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Although no inventory survives that documents the objects displayed in 
the Scrittoio di Calliope, the decorations of the space survive more-or-less in situ.  
The room measures 9.5 by 7.5 feet, and in so tiny a space the decorations must 
have appeared all the more luxurious for their complete dominance of the space.  
Its walls originally hung with red velvet,306 the scrittoio's ceiling features a fresco 
by Vasari of the muse Calliope.  Presiding over the room as the embodiment of 
eloquence, Calliope is an apt subject for a space ostensibly devoted to writing 
(Figure 2.50.)  The decorative frieze and ducal impresa are by Marco da Faenza.  
Unlike Francesco’s studiolo, this space features natural sunlight, filtered through 
a stained glass window depicting Venus and the Three Graces by Gualtiero da 
Anversa (Figure 2.51.)  Within this space were displayed objects similar to those 
found in earlier Medici studii, including ancient and modern statuettes, small 
paintings, medals and coins, and glyptics.  Vasari, who oversaw the renovation 
of the Palazzo Vecchio from 1555 until shortly before his death in 1574, described 
the scrittoio as the place where the Duke “keeps all his little antique figures of 
bronze, medals, and other rare pictures in miniature.”307 This description echoes 
the variety and type of objects displayed in Lorenzo’s earlier studio.   
Vasari’s writings give some clue as to the arrangement of the objects 
within the space.  In the Vita of Fra Bartolomeo, Vasari describes a tabernacle that 
                                                          
306 Gáldy, 707. 
307 Giorgio Vasari, Lives of the Painters, Sculptors, and Architects. trans. Gaston de Vere (New York: 
Everyman’s Library, 1996), 670.  Vasari also describes the scittoio in his Ragionamenti, 57-62. 
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the friar painted to hold a Donatello relief of the Madonna and Child, carved in 
“very low relief,”308 which was on display in the Scrittoio di Calliope.  This work 
is possibly the Madonna of the Clouds, today in Boston (Figure 2.52.)  In 
Donatello’s Vita, Vasari describes this “flat-relief” marble as displayed in the 
duke’s guardaroba alongside other bronze and marble works by Donatello.309   
Vasari not only emphasizes the copiousness of the objects displayed, but adds 
that they are “arranged in very beautiful order.”310  The inclusion of this remark 
not only reminds readers of Vasari’s personal contribution to the appearance of 
the room, but anticipates the highly structured organization of Francesco’s later 
studiolo, which of course was also overseen by Vasari.  In his Ragionamenti, he 
describes a cornice running along the wall, resting on pilasters, upon which were 
displayed small bronzes, “all ancient and beautiful,” and cedar boxes that stored 
Cosimo’s ancient coins.311  Again, Vasari makes a point of noting that the coins 
and medals are stored so that one can see them without confusion, according to 
their provenance.312  Miniatures, including some by Giulio Clovio, were also 
displayed in the Scrittoio di Calliope.313  Along with the objects mentioned by 
Vasari, other sources record that a damascened Donatello Crucifixion relief, 
                                                          
308 Vasari, Lives, 670. 
309 Ibid., 372. 
310 Ibid., 875. 
311 Giorgio Vasari, I Ragionamenti e Le Lettere (Firenze: G.C. Sansoni, 1882), 58.  Original Italian 
“tutte antiche e belle.” 
312 Ibid., 58. 
313 Ibid., 140. 
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possibly the work now in the Bargello and recently restored (Figure 2.53), and 
exotica including Aztec animal heads314 were also displayed in the scrittoio 
alongside diplomatic gifts from contemporary rulers and popes.315  By 1584, 
Raffaello Borghini describes some of these same objects as belonging to 
Francesco.316  Although it is not known where they were displayed, his studiolo is 
certainly a possibility.  With this copious collection of objects on display 
(especially considering the bronze Crucifixion's relatively large scale), it bears 
repeating that Cosimo's scriottoio must have served as a visual exempla of 
overwhelming artistic abundance.  The spectacle that this small room, filled to 
bursting with ancient fragments and coins, intricately detailed works by 
contemporary masters, and a profusion of images of Medici rulers and heirs, 
strongly suggests that this space was meant to be viewed, rather than worked in.  
Emphasizing the authoritative over the contemplative, Cosimo's Scrittoio di 
Calliope represents a study room meant for the political, in contrast to 
Francesco's strategic embrace of the multivalence of the personal and the political 
at play in his studiolo. 
While the objects in Cosimo’s collection ranged from the antique to the 
modern, the primary unifier of the objects on display in the Scrittoio di Calliope 
remained their association with the emerging Tuscan state, further reinforcing 
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the display room's political function.  He chose to display objects with strong 
connections to Tuscany, an iconographic choice that reflected his political 
ambitions.  Chief among these were a small collection of bronze statues 
discovered in the winter of 1533-34 in Arezzo.  These works, including the 
famous “Chimera of Arezzo,” (Figure 2.54), were believed to be of Etruscan 
origin and, according to Cosimo’s nationalistic program, demonstrated the 
ancient origins and cultural superiority of Tuscany.  Cosimo himself, assisted by 
Benvenuto Cellini, had participated in the cleaning of the sculptures after their 
discovery, 317 demonstrating his personal enthusiasm for the pieces.  Vasari 
describes the place where the Chimera will be displayed;318it appears that the 
objects of the scrittoio were still being installed when Vasari composed the 
Ragionamenti, which remained unfinished and unpublished at the time of his 
death, which followed closely on the heels of Cosimo's passing.  The bronzes are 
recorded as displayed in the scrittoio by the summer of 1559; later, the showpiece 
Chimera was moved to the more public Sala di Leo X.319  The modern pieces on 
display, including works by Donatello, Niccolò Pisano, and Baccio Bandinelli,320 
represent the works of celebrated Tuscan artists, reflecting the campanilismo 
inherent in Cosimo’s display choices. 
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Transition: From Studiolo to Museo 
  
From his father, then, Francesco learned not only the value, perhaps even 
necessity, of continuing family traditions that emphasized wealth, knowledge, 
and power, but additionally that objects displayed within a personal study could 
convey political meaning.  The generations of Medici collectors who preceded 
Francesco solidified the association between collecting, display, and political 
power, which Francesco’s studiolo engaged with through its presence in the 
Palazzo Vecchio.  Thus even without admitting visitors to his studiolo, Francesco 
strengthened his political authority through the associations of wealth, power, 
and the potent Medici name that the studiolo conferred upon him.  Serving as a 
personal space for secluded contemplation of the natural world, the studiolo 
simultaneously worked to bolster Francesco's authority to hold that same power, 
a powerful reminder of the strategic use of multivalence that ran through 
Francesco’s collecting commissions. 
Although some scholars speculate that the studiolo might have been 
dismantled by Francesco’s successor, Ferdinando I,321 multiple scholars assert 
that the room was altered and possibly even abandoned before Francesco’s death 
                                                          
321 Including Feinberg, who states that the room was dismantled in 1586 (48.)   
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in 1587,322 although upon what evidence they make this claim is not clear.  I 
personally am not convinced that the published archival documents conclusively 
show that Francesco stopped using the room, nor does it accord with the fact that 
he should spend almost six years constructing it only to stop using it within a 
decade or so.  What is safely known is that multiple items, including six of the 
bronze statuettes,323 were transferred on the prince’s orders from the studiolo to 
the newly-constructed Tribuna of the Uffizi by October 1586.  As he died shortly 
after the objects were transferred to the Uffizi, it remains unclear whether 
Francesco stopped using the studiolo after the process began of transferring 
objects to the Uffizi.  Even with the small bronzes removed, the room could of 
course still function as a repository for his collection and as a space for 
contemplation.  Records of the removal of the paintings out of the studiolo do not 
begin until long after his death (and even that of his successor Ferdinando), in 
the period of 1618-21, when inventories of the Guardaroba record that eight 
painted cabinet doors, five paintings, and the two remaining bronze statuettes 
depicting Vulcan and Ops (Figure 2.55) were removed.  The inventories do not 
indicate the new destinations for the removed paintings,324 but the large number 
                                                          
322 Schaefer states that Francesco ordered the dismantling of the room in 1586 (463); Edwards is 
less certain but also suggests that Francesco ceased using the studiolo before his death (41.)  
Hooper-Greenhill states that the studiolo was dismantled “approximately fourteen years after its 
establishment’’ (106.) 
323 Feinberg, 48 and Conticelli, 65. 
324 With the exception of Santi di Titi's Passage of the Red Sea, which is indicated as destined for the 
suburbanVilla Baroncelli (also known as Poggio Imperiale.)  Conticelli, 66. 
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of works de-installed from the space suggests a dismantling of the studiolo. With 
more paintings removed in 1626 and 1638 (many of which were transferred to 
Palazzo Pitti),325 the studiolo does not appear to have been used in its original 
configuration in the Seicento.   
Although the paintings were not removed from the space until after 
Ferdinando's death, there is no mention that he used the space at all, and in fact 
he did not even reside at the Palazzo Vecchio as had his father and brother, 
living instead at the Palazzo Pitti.  Ferdinando's choice to make his court at the 
Pitti is perhaps a minor distinction but reflects his more general turn away from 
the political and artistic environment of Cosimo and Francesco towards a new 
political and artistic environment for Florence; it is through comparison to 
Ferdinando that Francesco perhaps appears most similar to Cosimo.  To some 
extent, the disuse of the studiolo is not surprising given the close identification of 
the room with Francesco and his personal interests in scientific processes; 
Ferdinando did not share his predecessors' interests, particularly in alchemy.326  
Furthermore, Ferdinando's program of artistic commissions, including the 
Cappella dei Principi and a series of life-size equestrian bronzes placed in 
Florence's piazze, demonstrates that while the third Grand Duke understood the 
                                                          
325 The paintings removed to Palazzo Pitti were installed in both the Grand Duke's and Grand 
Duchess' apartments, as well as on a long mezzanine directly above (today occupied by the 
Museo degli Argenti.)  For more on the history of the studiolo paintings after the 16th century, see 
Conticelli, 66-68. 
326 Conticelli, 69. 
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power of cultural politics, his taste and ambition for the grand duchy embraced a 
far more overt and directly authoritative strategy for the communication of the 
right to rule.  Ferdinando's incorporation and rejection of his brother's precedents 
for cultural politics and strategies for communicating political authority are 
examined in Chapter Four, focusing on the extraordinarily ambitious Cappella 
dei Principi at San Lorenzo.  Although the date of and extent to which the 
studiolo was dismantled remains unclear, the removal of objects from the private 
space of the studiolo to the more public environs of the Tribuna constitutes a 
major change in the perceived accessibility and function of these items, explored 
in depth in the following chapter.   
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CHAPTER THREE 
CULTURAL POLITICS AND THE EARLY GALLERIA DEGLI UFFIZI 
 
 As we have seen in Chapter Two, Francesco's Palazzo Vecchio studiolo 
served as more than simply a personal retreat for the prince.  While it is easy to 
imagine that he enjoyed, and perhaps even reveled in, the secrecy and solitude 
that the space provided, the room served a larger purpose than simply an 
elaborate hidey-hole.   Paintings and objects celebrating and created through 
transformative processes served as illustrations of the scientific and technological 
forces that Francesco strove to understand as a ruler and as a natural 
philosopher, reflecting the space's personal function for the prince as an 
educational one.  By providing a contemplative space within which Francesco 
could synthesize what he had learned through hands-on experimentation in the 
granducal laboratories by considering both objects and texts, the studiolo allowed 
the prince to undergo the same transformational process as he came to 
understand the powerful forces of the natural world around him.  Bolstering his 
granducal authority through its display of expensive and rare objects and 
artworks from the Medici court's impressive stable of artists, the studiolo served 
as an educational tool that assisted Francesco in his princely duties of 
understanding the world over which he ruled and balancing the Renaissance 
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ideals of the active and contemplative lifestyles.  Strategically employing the 
space's dual natures of both personal retreat and assertion of political authority 
through the demonstration of Francesco's commitment to princely ideals, the 
studiolo demonstrated how the prince's sites of display could build upon their 
multivalent associations. 
 While the studiolo beautifully performed these functions, it also had its 
limitations.  This chapter returns to the original question that spurred this 
research project, posed in the Introduction.  Why would someone spend great 
time, energy, and resources creating a complex, opulent space, only to begin to 
dismantle it a few years later?  It seems that Francesco desired more from his 
sites of collecting than the studiolo, as a small and generally private space of 
collecting, could offer.  While knowledge of Francesco's magnificent study 
spread through the court, and likely across Florence, by word of mouth, the 
almost complete ban on visitors to the space prohibited anyone but the prince 
from viewing the wonders first-hand.  This restriction meant that the space could 
not function diplomatically; unlike earlier iterations of Medici studioli, such as 
Lorenzo il Magnifico's treasury, it could not serve as a space in which to 
ingratiate, delight, and impress visiting dignitaries.  The fact that only one visitor 
to the space is recorded demonstrates this limitation.  Additionally, its small 
dimensions and complex intellectual program made it inaccessible on multiple 
levels.  What Francesco needed was not a cabinet of curiosities, but a hall of 
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wonders, a space that would immediately and effectively impress upon visitors 
the financial, technological, and cultural power of the Medici dynasty while still 
giving the impression of being a neutral space of delectation for an educated 
elite.  In short, Francesco needed a museum.  
 This chapter explores the creation of the Galleria degli Uffizi and the 
functions that it served for Francesco.  Paola Barocchi describes the studiolo as a 
forerunner or prototype for the functions of the galleria at the Uffizi, but one that 
ultimately proved insufficient327 for the political needs of the prince, reflecting 
the way in which the small space introduced Francesco's strategic embrace of the 
its multivalent nature, both personal and political, which would be writ large in 
the Uffizi.  Francesco's strategy of ambivalence ─ utilizing sites of display that 
simultaneously had two meanings, as personal spaces of visual and intellectual 
delights for the Grand Duke himself and ones communicating a political message 
of authority ─ came into its fullest expression at the Galleria degli Uffizi.  While 
employing the same method of communication, the early Uffizi museum, as a 
cultural and diplomatic space, spoke to its audience of distinguished visitors 
much more directly than did Francesco's studiolo and was therefore more 
effective.  Guests passing through the galleries, sometimes accompanied by 
Francesco himself, could marvel at the spectacular objects on display and 
                                                          
327 Paola Barocchi, "La storia della galleria e la storiografica artistica," in Gli Uffizi: Quattro secoli di 
una galleria.  eds. Paola Barocchi and Giovanna Ragionieri (Firenze: Olschki, 1983), 56. 
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consider their value and rarity.  The assertion of power, both financial and 
political, that the acquisition of such a collection made, was all the more subtle 
for its expression through cultural forms. The Uffizi exemplifies Francesco's 
embrace of the power of meaning in multivalent spaces as he forged a complex 
and progressive strategy to articulate political power through culture.328 
 While many of these purposes echoed those of his private studiolo, the 
relocation of the Medici's art to a bespoke galleria outside the confines of a private 
family residence marks an important shift in the meaning of the collection.  A 
distinct institution now framed the works of art, presented quasi-independently 
of the prince's residence and accessible to visitors upon request.  Established in 
1583, Francesco's creation, the Galleria degli Uffizi, was one of the earliest public 
art museums in Europe.  Although established over 400 years ago, Francesco's 
Uffizi remains immediately recognizable, in both form and function,  to us today 
as a museum.  In this regard, the Uffizi constitutes a hugely important moment 
in the history of museums and cultural institutions, although it has not been 
given its due in scholarship on the development of museums.   
 This chapter begins by establishing the physical makeup of the early 
Galleria degli Uffizi ─ both the structure of the gallery and the kinds of objects 
                                                          
328 For considerations of culture as symbolic politics played out within museums as enduring 
institutions, central tenets of this dissertation on 16th century Italy, in the modern American 
context, see Steven Dubin's Displays of Power: Memory and Amnesia in the American Museum (New 
York: New York University Press, 1999.) 
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displayed within ─ a necessary framework for understanding the function and 
meaning of the gallery within Francesco's court.  Using archival records 
alongside visual analysis of the extant gallery space, much of which retains its 
original appearance (although the objects on display have been re-installed many 
times since Francesco's time), as well as the earliest published description of the 
gallery space, I reconstruct the museum's earliest years more precisely than has 
previously been done.  While many scholars have cited dates around 1584 as the 
beginning of the Uffizi as a museum, these dates have, to my knowledge, 
heretofore been used without documentary evidence. 329  I propose a slightly 
earlier date, with work on the Tribuna beginning in the early months of 1583, 
based on archival records of the financing of the work.330  While I am hopeful that 
a document will surface in the future that gives an even more precise date for 
Francesco's commission of the galleria, until then, this new date for the beginning 
of the Uffizi as a museum and as a distinct institution within the Medici court 
                                                          
329 Luciano Berti claims 1581 as the first year of the gallery, but he does not cite archival evidence 
nor explain why he believes that it is date.  Berti, introduction to Mosta storica della Tribuna degli 
Uffizi, by Stella Rudolph and Anna Biancalini (Firenze: Tipolitografia STIAV, 1970), 3; The Uffizi 
and Vasari Corridor, 5,; and The Uffizi,  7.  Filippo Rossi also cites 1581 in The Uffizi and Pitti (New 
York: Harry Abrams, 1967), 31.   Detlef Heikamp considers 1589, in which the final decorative 
elements of the Tribuna were completed, as the year in which the gallery was founded.  He also 
describes 1589 as the year in which the offices of the gallery were established, which is, in my 
opinion, refuted by the archival record.  This later date also corresponds with Heikamp's general 
association of the Uffizi with Ferdinando rather than Francesco.  Detlef Heikamp, "La Tribuna 
degli Uffizi come era nel Cinquecento," Antichità viva, no. 3 (1964): 12.   Nikolaus Pevsner states 
that "beginning in 1574, Buontalenti had converted the east range of the Uffizi into a gallery for 
works of art"; this much earlier date is an outlier and Pevsner does not indicate from what source 
he draws this date.  Nikolaus Pevsner, A History of Building Types (Princeton, NJ: Princeton 
University Press, 1979), 112.   
330 See ASF, GM, filza 110. 
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remains the best documented projection.   
 After providing an overview of the physical appearance of the gallery in 
its earliest iteration, this chapter places Francesco's gallery within the context of 
other 16th-century spaces for the display of a collection, now increasingly 
designated as a galleria.  While the early Uffizi was not markedly different from 
other examples of 16th and early 17th-century museums, the particular 
circumstances of the transfer of Francesco's locus of collecting from the small and 
personal studiolo to the much larger and more politically-functioning Uffizi 
marks the change as significant.  The fact that within a space of roughly eight 
years, a single person chose to alter the scale of the site dramatically and to 
change the parameters of access to it alerts us to the Uffizi's importance beyond 
simply the characteristics that it shared with other contemporary sites of display.  
The correspondences between Francesco's gallery and other musei and gallerie,331 
such as Pope Julius II's Belvedere or Vincenzo Gonzaga's Galleria della Mostra, 
demonstrate Francesco's participation in and contribution to contemporary 
collecting trends, a far cry from the image of the hermit prince secluded in his 
studiolo.   
 The final sections of this chapter consider how Francesco's cultural 
                                                          
331 Pevsner observes the linguistic flexibility between the words "museum" and "gallery" as 
making them effective synonyms.  Pevsner, 112.  For more on the usage of these and other words 
connoting a space for the display of a collection, see footnotes in Chapter Two and Findlen, "The 
Museum: Its Classical Etymology and Renaissance Genealogy." 
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politics, most active at the new Galleria degli Uffizi, served the Grand Duke in 
his role as absolute ruler, collapsing public and private in a move towards the 
complete integration of political and cultural spheres.  The establishment of the 
Uffizi as a museum not only initiated a change in the meaning of the vaunted 
Medici art collection, moving away from simply the private property of the 
wealthy Medici family and towards a new connotation of state patrimony, but 
demonstrates the late 16th and early 17th-century view of power as derived not 
merely from military force but from the confluence of access to and control over 
knowledge and culture. 
 
Specs: The Early Uffizi in the Archival Record 
 Francesco chose the Uffizi as the site of his new gallery.  Designed by 
Giorgio Vasari, the Uffizi is located between the Piazza della Signoria and the 
northern shore of the Arno river, directly adjacent to the Palazzo Vecchio (Figure 
3.1.)   Construction took place in the 1560s and 70s and was completed by 1581. 
Cosimo I originally commissioned the building whose name today is 
synonymous with the museum to serve as an administrative building, housing 
the bureaucracy of the ever-expanding Tuscan state.  Cosimo desired a 
centralized building to contain the offices ("uffici") of the state located close to the 
heart of the government at the Palazzo Vecchio, allowing the first grand duke to 
symbolically, and perhaps quite literally, keep an eye on state activities.  Lisa 
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Kaborycha describes the Uffizi as a "visual representation of the power 
concentrated under Cosimo's rule,"332 a potent symbol of civic life continually 
monitored by Medici authority.  The building's function as a symbol of political 
authority from its very birth carried over when the second floor corridor was 
converted to the Galleria degli Uffizi.  Along with offices for a number of the 
city's guilds (including those of the bankers, silk merchants, spice merchants, 
carpenters, and harness makers), the building also housed some of Florence's 
courts (the Tribunale dei Mercanzia, the commercial court; the Magistrato dei 
Pupilli, which protected the rights of minors; and the Ufficio dell'Onestà, 
overseeing public morality and homosexual behavior in particular, replacing the 
15th-century Uffici delle Notte.)333  The building was occasionally referred to as "i 
Magistrati," reflecting those occupants.  The building's potency as a symbolic 
embodiment of Cosimo's authority was certainly bolstered by the fact that the 
ducal militia was also headquartered at the Uffizi.  After the construction of the 
Vasari Corridor in 1565, ostensibly in celebration of Francesco's marriage to 
Giovanna d'Austria, the Palazzo Vecchio and Uffizi were physically linked, 
connected as well to Cosimo's new residence, the Palazzo Pitti across the Arno.  
The Grand Duke could now move conveniently, quickly, and safely between all 
                                                          
332 Lisa Kaborycha, A Short History of Renaissance Italy (Upper Saddle River, New Jersely: Prentice 
Hall, 2011), 243. 
333 Murphy, 86.  For a fascinating investigation of the Ufficiali delle Notte's role in prosecuting 
sodomy in the 15th century, see Michael Rocke, Forbidden Friendships (New York: Oxford 
University Press, 1996.) 
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major governmental buildings, no doubt increasing his watchful, or at least 
symbolic, observation over his bureaucracy and judiciary. 
 While the construction of the building remained a project entirely under 
Cosimo's aegis,334 the idea for the gallery was Francesco's alone.  Beginning in 
late 1582 or early 1583, he initiated a project to reorganize and redecorate the 
second floor of the building as a museum or galleria (Figure 3.2.)  These efforts 
concentrated on the east corridor of the second floor, which appears as the left 
arm of the U-shaped Uffizi building to a viewer standing in front of the Palazzo 
Vecchio.  The original gallery occupied the southern end of the east corridor and 
approximately seven rooms adjacent to it (Figure 3.3) 335   With rooms arranged in 
a linear fashion along a spine, the plan of the original Uffizi arranged the 
collection in a space that anticipates that of the modern museum.   Although this 
arrangement was determined in part due to the pre-existing shape of the Uffizi 
office building, the building's plan was not changed when the space was re-
designed as an art gallery, except for the addition of a dome to the Tribuna, 
suggesting that the arrangement served its intended purpose well.   The early 
                                                          
334 Bernardo Buontalenti assumed oversight of the project after Vasari died in 1574, but he 
remained faithful to Vasari's design.  Buontalenti also replaced Vasari as artistic majordomo for 
the Medici court.   
335 The northern end of the corridor was occupied at the time by the Teatro Medici, which is no 
longer extant.  The main staircase moving visitors up into the gallery today occupies the general 
location of the Teatro. 
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decades of the gallery, today known as the Galleria degli Uffizi,336 remain 
somewhat murky, as a document indicating the precise date of and motivation 
for the creation of the gallery remains to be discovered.  Given the number of 
individuals involved in the creation of the gallery, it seems probable and even 
likely that there was at one time a series of instructional letters sent between 
court players directing the establishment of the gallery, but no such documents 
have yet come to light.   
 Court account books from the period of the gallery's construction do, 
however, offer information regarding the details of the gallery's physical creation 
and how the early gallery solidified into a governmental institution.  Francesco's 
galleria at the Uffizi makes its entry into the archival record beginning in March 
1583 with an account book recording the payments and expenses of the building 
of the gallery.337  This early account book, which covers the years of 1583 and 
1584, records payments made relating to work for the new galleria, which 
included both construction taking place within the Uffizi building itself and 
works commissioned or purchased for display within the space.  Dated 1 March 
                                                          
336 Today's institution of the Galleria degli Uffizi, until recently under state and provincial control 
through the Polo Museale Fiorentino, and, as of 2014, under national oversight under the 
Ministro dei bene e delle attività culturali e dek turismo, remains the same institution explored in 
the archival record in this chapter, making the museum a nearly 450-year-old institution.  
Luciano Berti, former director of the Uffizi, observes that this makes the museum the oldest art 
museum surviving today in its original form. Berti, introduction, 3. 
337 ASF, GM, filza 110, frontispiece.  
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1583,338 the account book's title page documents its purpose as that of recording 
"the current account of all the expenses such as the workings of the masters and 
others, under the supervision of the above-named Giovanni Siacopi [sic]." 339 
Giovanni Siacopi is a misspelling of the name of Giovanni Seriacopi, a high-
ranking official in Francesco's bureaucracy with the title of provveditore delle 
fortezze (superintendant of the fortresses.)  The Uffizi building and subsequent 
gallery fell under his jurisdiction, as did other governmental offices such as the 
mint.  Directly overseeing the construction and accounts of the gallery was his 
subordinate, Cosimo Latini, ministro of the gallery.  Latini was in essence the first 
director of the Uffizi Gallery, responsible for overseeing acquisition of building 
materials, gallery construction, and payments to artists and contractors.340   
 The first entry for the account book records a payment to Matteo di 
Raffaello for work on the windows of the Tribuna, the large octagonal central 
room of the new gallery, which is referred to as "la cupola" throughout this and 
subsequent account books (Figure 3.4.)341  This entry suggests that work on at 
least part of the galleria was already under way by 1 March 1583, when the 
                                                          
338 From the medieval period until 1749, Florence followed a calendar that marked the new year 
on the Feast of the Annunciation, March 25 (which, coincidentally, was also Francesco's 
birthday.)  This alternate calendar accounts for occasional one-year discrepancies in dates.  While 
Florence's civic calendar remained ab Incarnatione until abolished by the Lorraine in the 18th 
century, the Grand Ducal court adopted the modern calendar in 1582.   
339 ASF, GM, filza 110, frontispiece. Original Italian: "e vi si terra di vigente conto di tutte le spese 
che lavoreramo pìu maestri e altri a tenente al sopradetto Gío. Siacopi."   
340 For example, all bills (conti) relating to the gallery in its first decade were directed to him 
personally; see ASF, GM filza 111 for hundreds of examples of such requests for payment. 
341 ASF, GM, filza 110, 1 verso. 
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accounts begin, as enough construction had been completed on the Tribuna's 
cupola to allow for work on the windows (in this entry, presumably the panes, as 
iron and copper were delivered and paid for.)  The second entry for the day 
further suggests that the account book began relatively close to the beginning of 
the construction process.  The second entry records Giovanni Seriacopi's 
purchase of new record-keeping supplies for the gallery and suggests the 
intentional establishment of a new bureaucratic institution - in essence, the 
setting up of a newly-created office.   The entry is a copy of a bill from a cartolaio 
named Simone, known as "the Cat," for Seriacopi's purchase of "some books."342  
While not itemizing the entire purchase, the entry offers a few specifics, such as a 
notebook of 150 sheets to record the bills of the gallery343 (presumably the very 
book in the archive in which the entries were made) and at least two notebooks 
of 100 pages to record the creditori e debitori of the galleria.344 
  Although construction work on the Tribuna, the largest physical change 
to the pre-existing Uffizi structure, had most likely already begun, this stage of 
setting up the new record-keeping system marks an important moment for the 
galleria.  While the precise moment of the galleria's conception in Francesco's 
mind remains elusive and possibly unknowable, the date of March 1, 1583 marks 
                                                          
342 ASF, GM, filza 110, 1 verso.  Original Italian "Copia dun' conto dato a da Simone cartolaio 
detto il Ghatta Gío. Siacopi dedare per questi libri cioe." 
343 Ibid.  Original Italian: "Libro di fogli melani di carte 150 quaderno di listre conti della ghalleria 
di S.A.S." 
344 Ibid.  Original Italian: " Libro simile di carte 100 debitori e creditori." 
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the establishment of the galleria as an identifiable institution within the complex 
Tuscan bureaucracy and its entrance into the archival record.   For these reasons, 
I will continue to use March 1583 as the effective "beginning" of the Galleria degli 
Uffizi.  While it is possible, and even likely, that the archives will later produce a 
more specific, more compelling, or possibly earlier date, to my knowledge this 
date is the most specific, and indeed most supportable, date yet offered for the 
earliest days of the gallery.   
 Another indication that this account book covers the earliest days of the 
Uffizi gallery as an institution is its recording of the establishment and payment 
of guards for the building.  Beginning on April 16, 1583, the account book records 
an entry paid to the "guard of the Bargello, to watch the corridor and gallery of 
His Most Serene Highness [Grand Duke Francesco], so that there is no damage 
and no one enters the gallery."345  The establishment of a guard system for the 
gallery reflects the fact that its relocation outside of the Palazzo Vecchio made it 
more vulnerable to damage or theft.  The apparent need for security to protect 
the works of art suggests that the new location for the Medici collection was a 
source of some discomfort; from the beginning, it seems, those in charge of the 
gallery were aware that it constituted a site of display that was new within the 
Tuscan context.  No longer sheltered in the apparent safety of the granducal 
                                                          
345 ASF, GM, filza 110, 9 recto.  Original Italian: "Guardia del Bargiello a guardare il corridoio e 
ghalleria di Sua Altezza Serenissima per non sia fatto danno e non sia entrato in detto." 
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residence, the works of art that formed the Medici collection were now viewed as 
more vulnerable.  The decision to guard them with soldiers from the Bargello, 
the nearest prison in the city, tells us a great deal about the extreme monetary 
value of the works and the need to protect them in their new home.  
Additionally, the presence of guards specifically tasked with protecting the 
gallery amplified the importance of the space, drawing attention to it as a site 
worthy of such protective measures.   
 The next entry related to guarding of the gallery comes on April 23, 
recording  payment to "the guard of the Bargello to watch the corridor and 
gallery of His Most Serene Highness so that no one enters to do damage."346  
These entries appear regularly throughout the early months recorded in the 
inventory.347   By August 1583, the entries shift to a single entry at regular 
intervals described under the heading of  "having care of the gallery,"348 for 
which Filippo di Biagio Pierallini is regularly paid three scudi.  Whether this 
individual served as the sole guard on the premises or oversaw a company of 
guards remains unclear, although given the size of the original gallery, it seems 
that Filippo would have sufficed.  Regardless, within a few short weeks of the 
establishment of the Uffizi gallery as an institution and a distinct department 
                                                          
346 ASF, GM, filza 110, 9 verso. Original Italian: ‘’La guardia del Bargello a guardare il corridor e 
ghalleria di SAS per non entri nessuno a fare’ danno.’’ 
347 For example, on April 23rd, "’La guardia del Bargello a guardare il corridor e ghalleria di SAS 
per non entri nessuno a fare."  Ibid. 
348 ASF, GM, filza 110, 34 recto. Original Italian: " avere cura della ghalleria." 
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within the Tuscan bureaucracy, its directors put measures into place to protect 
the collection in its new, and possibly insecure, home. 
 
More Specs: The Gallery's Frescoed Ceilings 
 Any effort to understand fully the layout and visual appearance of the 
original gallery at the Uffizi must consider the frescoed ceilings of the east 
corridor and galleries adjacent to the Tribuna (Figure 3.5.)349  In the 
aforementioned account book, there are no entries that explicitly describe fresco 
work or ceiling decorations outside of the Tribuna.  The only possible entries 
related to the frescoed ceilings are two that record paintings by Alessandro 
Allori, to whom the frescos in the east corridor are sometimes attributed.350  The 
first of the entries refers to the works paid for as twelve "pitture di quadri."351 
While the term "quadri" usually connotes movable works on panel or canvas 
rather than fresco work, Stephanie Leone has found instances in which the term 
was used to mean a painted ground for frescoes in the building documents of the 
                                                          
349 In today's museum, these frescoes are still visible in rooms 17, 19, 20, 21, 22, and 23.  
350 Specific attributions for the frescos are hard to come by, primarily as there has been little 
scholarly interest in the ceilings.  Berti includes the elder Allori among potential painters working 
on the ceiling, along with Giovanni Bizzelli and Bernardino Poccetti.  Berti, Uffizi, 8.  Filippo Rossi 
attributes the ceilings to Giovanni Maria Butteri, Giovanni Bizzelli, and Alessandro Pieroni 
collectively. Rossi, 31.  Karla Langedijk includes Ludovico Cigoli as one of the painters working 
on the ceiling decorations.  She notes that according to his first biographer, his nephew Giovan 
Battista Cardi, Cigoli was called to Florence by Buontalenti to paint "una stanza in su la Galeria." 
Karla Langedijk,"A New Cigoli: the State Portrait of Cosimo I and a Suggestion Concerning the 
Cappella de' Principi." Burlington Magazine, vol. 113, no. 823 (October 1971), 575. 
351 ASF, GM, 110, 7 recto.  Original Italian: " A Alessandro di Cristoforo Allori pittore scudi 140 
per [illegibile] di pitture di quadri."  This entry records that the payment is for twelve works, 
with payment delivered sometime between April 9 and April 16, 1583. 
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Palazzo Pamphilij in Rome.352  While not definitive, this entry strongly suggests 
that the frescoes are the work of Alessandro Allori, who, as mentioned, has been 
proposed as one of the artists working on the frescoes and who was associated 
with Francesco's image making for much of his rule, as discussed in Chapter 
One.  The highly saturated colors of the ceilings also accord with Allori's visual 
style.   
  The frescoes contributed to the air of magnificence that imbued the early 
gallery.  Embellishing the entire east corridor ceiling, the decorations are all 
variations on the theme of grotesques interlaced with fantastical creatures and 
architectural elements (Figure 3.6.)  Individual cartouches display a variety of 
scenes, from allegorical figures to landscape views ranging from the idyllic to the 
martial (Figure 3.7.)  Set against a brilliant white background, the grotesque 
decorations catch the eye as one strolls the gallery, creating both visual interest 
and a sense of pleasant whimsy.  Impressive works of art in their own right, 
these frescoes would certainly have impressed early visitors to the gallery with 
their skill, expense, and visual power.  The variety of subjects, which ranged 
from allegorical representations of power to scientific and industrial processes, 
also demonstrate the multivalence of the early gallery, communicating messages 
both political and personal to Francesco, and perhaps to his second wife Bianca 
                                                          
352 Stephanie Leone, The Palazzo Pamphilj in Piazza Navona: Constructing Identity in Early Modern 
Rome (London: Harvey Miller Publishing, 2008), see pp. 309, 320, 328 in Appendix.  
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Cappello, discussed below. 
 The gallery rooms of the Uffizi also feature similarly frescoed ceilings.  
Luciano Berti describes the ceiling decorations of these rooms as corresponding 
to the objects that were displayed within each space, such as weapons and 
scientific instruments.353  While the objects originally displayed in these rooms 
cannot be verified, some of the frescos do depict objects that parallel Francesco's 
collecting preferences and indeed even the objects displayed in the studiolo.  
Modern-day room 17, a small room adjacent to the north side of the Tribuna, 
features a ceiling decorated with putti holding scientific objects such as scales, 
compasses, sundials, globes, and astrolabes; small vignettes depict technological 
operations such as pulling to shore a ship that has run aground (Figures 3.8-3.9.)   
Elaborately-bearded observers make notes in large books, appearing to 
studiously record their observations of the scientific actions taking place across 
the ceiling (Figure 3.10.)  Room 23's ceiling (Figure 3.11) depicts artisans at work 
on a variety of objects, including swords, cannon, barrels, and what appear to be 
models of fortresses (Figure 3.12), while the central scene shows lively 
blacksmiths working in their darkened shop (Figure 3.13.)  The skillful depiction 
of a room illuminated only by the roaring furnace and the sense of extreme effort 
in the smiths' swinging arms offers a reminder of the high quality of these 
paintings.  Details of putti lounging in the corners of the ceiling show an 
                                                          
353 Berti, Uffizi,  9. 
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emphasis on objects made of metals, such as breastplates, helmets, and elaborate 
vases (Figure3.14.)  Given the inventory of the studiolo, and the large amount of 
weaponry displayed within that space, it seems logical that this room could have 
been used to display similar objects, perhaps even objects transferred directly 
from the studiolo.  According to Berti, "antique and modern weapons from every 
country"354 were displayed in this room, bringing to mind the Turkish and 
Hungarian scimitars listed in the studiolo inventory.  Likewise, the scientific 
instruments so crucial to Francesco's experimental interests could possibly have 
been placed on display in room 17.  In both cases, the metallic nature of the 
objects, requiring that they be transformed through the heat of the forge, ensures 
their fascination as objects created through scientific processes. 
 However, not all of these rooms feature frescos that could conceivably 
have corresponded to the objects displayed within them, making the 
representations less likely direct markers of the rooms' uses and more generally 
reflective of Francesco's identity and interests, reinforcing the personal and 
political meanings of the Uffizi.  Room 20 features grotesque decorations and 
trompe l'oeil cameos surrounding cityscapes of Florence's major piazzas, 
including the Piazza della Signoria, Piazza Santa Croce (with the church's old 
facade) and Piazza Santa Maria Novella with its hardstone obelisks erected 
under Cosimo I (Figures 3.15-3.16.)  Room 21 features ceiling decorations with 
                                                          
354 Berti, Uffizi, 9. 
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battle scenes (Figure 3.17), 355 including one that features the Medici palle 
displayed on a flag and two that appear to depict battles between Europeans and 
exotic peoples, subjects that surely would have fascinated Francesco as a natural 
philosopher who commissioned his agents to travel as far as Japan and India to 
collect information about exotic peoples and climes (Figures 3.18.)356  Decorative 
cartouches also include exotic elements, such as a pair of elephants (Figure 3.19.)  
Room 22 also features battle scenes (Figure 3.20), including a central panel that 
convincingly depicts a nocturnal raid on an encamped army (Figure 3.21.)  Room 
19's ceiling (Figure 3.22) is filled with allegorical figures and imprese with mottos 
of famous Medici leaders, such as Cosimo's turtle and Francesco's fox insignia 
(Figure 3.23) and features a central scene of apotheosis (Figure 3.24.)  On flanking 
                                                          
355 One of the smaller vignettes of this ceiling, depicting a river view of a town, bears a date under 
it that reads "Florence August 1944" (Figure 3.26.)  This is the only date visible on the ceiling, and 
it is unclear if it refers to the entire ceiling or specifically to the small panel above it.  Other rooms 
(in particular, room 22) in this suite have individual panels that appear to have been damaged (or 
in once case, removed entirely), and I believe that this panel may have been completed at the 
1944 date, possibly after damage to the original.  The style does appear slightly more 
impressionistic, as if mimicking watercolors, than any of the other ceiling panels, suggesting a 
different and possibly much later hand.  Other than this single date, which to me very clearly 
appears next to one specific panel, I have no reason to believe that the entire ceiling dates to the 
20th century.  My thanks to Keith Morgan for suggesting that the dated vignette, which upon 
close insepction depicts a bank of the Arno with apparently destroyed buildings, may relate to 
the Nazi withdrawl from Florence on August 11, 1944, and more specifically the famous 
destruction of the city's bridges on August 3.  A more developed interpretation and possible 
attribution of this intriguing vignette requires greater investigation.  For more on efforts to 
combat art destruction in Italy at the end of World War II, see Robert Edsel, Saving Italy: The Race 
to Rescue a Nation's Treasures from the Nazis (New York: W.W. Norton and Company, 2013.)  
356 For more on Medici agents' travel and collection of foreign objects, see R.W. Lightbown, 
"Oriental Art and the Orient in Late Renaissance and Baroque Italy," Journal of the Warburg and 
Courtauld Institutes, vol. 32 (1969), 228-279, and Anthony Alan Shelton, "Cabinets of 
Transgression: Renaissance Collections and the Incorporation of the New World," in Cultures of 
Colleting.  eds. John Elsner and Roger Cardinal (London: Reaktion Books, 1994.) 
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sides of the ceiling are historical scenes of military power, such as Alexander's 
decisive crossing at the Hydaspes River, and the lateral ends of the decoration 
depict scenes of rulers invested with symbols of political authority, including 
crowns, an ermine-trimmed cloak, and a scepter decorated with Florence's lily 
(Figure 3.25.)   
 These decorations in particular endeavor to proclaim Medici and 
Florentine political and military power more explicitly than by gesturing 
towards the individual objects or works of art displayed within the rooms, thus 
reflecting the early Uffizi's function not only as a personal retreat for Francesco 
but more importantly as an institutional marker of the dynasty's entrée into the 
realm of cultural politics.  When diplomats or distinguished visitors toured the 
gallery, the early museum served as a silent but powerful testament to the 
dynasty's wealth and cultural prestige.  These decorations, taken as a whole, can 
be understood as a pointed visual reminder of the message of political prowess 
that one was intended to receive while visiting the museum.  If a visitor 
somehow missed the message projected by the enormously expensive and rare 
collection, the frescos would make the point.  At the same time, their aesthetic 
appeal and intricacy gave pleasure to the grand duke and his visitors, serving as 
works of art in their own right, aesthetically complementing the varied and 
impressive collection displayed underneath the ceilings.  Both political 
statements and examples of artistic skill, the ceiling frescos embody the 
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simultaneity of the dualistic nature of the early Uffizi, conveying the political 
through the ambiguous site of collecting and display. 
 Finally, two bays at the southern-most end of the east corridor remind us 
that Francesco, and most likely his second wife Bianca, used the gallery as a place 
of personal delectation.357  The last room on the east corridor, today known as the 
Room of the Miniatures for the collection of tiny works displayed in this equally 
small space, was originally referred to as the Gabinetto di Madama.  The room 
was remodeled in the late 18th century by Zanobi del Rosso,358 eradicating all 
earlier decorations.  While scholars do not agree on what was originally 
displayed in this room,359 its moniker relating it to a woman of power is 
confirmed by the decorations in the two ceiling bays directly in front of it.  The 
bay directly in front of the door to the Gabinetto di Madama features a di sotto in 
su pergola covered with vines and songbirds (Figure 3.27.)  This arboreal and 
traditionally feminine decoration includes the palle of the Medici family in one 
                                                          
357 As outlined in Chapter One, shortly after the death of Francesco's first wife, Giovanna 
d'Austria, in April 1578, Francesco and Bianca married in secret.  The marriage was publicly 
announced in June 1579 and Bianca assumed the title of Grand Duchess.  
358 Berti, Uffizi, 9 
359 Berti says that it contained antique bronzes (Uffizi, 9.)  Museum lore claims that it displayed 
the collection of bronze miniatures, pearls, and jewels amassed by Francesco's mother, Eleanora 
di Toledo; it is likewise sometimes called by the name of "Camera di Idoli." That Francesco or 
Bianca displayed Eleonora's jewels seems unlikely as Eleanora had been dead for over 20 years at 
this point and parts of her jewelry collection, including the famous pearl necklace depicted in her 
portraits by Bronzino (which appears in her portrait in the studiolo), had been sold.  Museum 
guides also on occasion describe the room as used by Ferdinando's wife, Christina di Lorena, to 
display her jewelry.  Although a clear chronology of the room's function does not exist, its 
consistent association with granducal wives is supported by the original ceiling decorations 
remaining directly adjacent, which prominently feature Bianca Cappello's impresa. 
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corner, and in another, the arms of the Cappello.  The white hat (cappello) can 
clearly be seen on the tricolor ground, designating this space as one over which 
she had dominion (Figure 3.28.)  The adjacent bay features an elaboration on the 
pergola design, featuring the Medici palle prominently among mythological 
scenes, including Orpheus charming wild animals with his lyre (Figures 3.29-
3.30.)  These two bays, with their nearly identical pergola decorations, appear to 
mark the adjacent bays as a unit, and their location directly in front of the door to 
the Gabinetto di Madama, along with the presence of the Cappello  impresa, 
suggests that this end of the east corridor was dedicated to the Grand Duchess.   
Perhaps the Gabinetto served as Bianca's version of Francesco's studiolo -- a small 
space that she could use as a private retreat.  The account book from the early 
days of the Uffizi includes entries that describe objects commissioned directly by 
Bianca.  While these individual objects, including a small table made of ebony, 
were sent to Spain as diplomatic gifts,360 the presence of her commissions in the 
archival record demonstrates that she patronized the granducal workshops on 
her own accord, seemingly independent of her husband.  It is tempting to read 
the pergola ceiling decorations as a feminized version of an armillary sphere, its 
round shape correlating to the celestial and terrestrial globes that so interested 
Francesco and appear on the ceiling of room 17.  While this visual parallel may 
simply be coincidence, the presence of a space within the new gallery devoted to 
                                                          
360 ASF, GM, filza 110, 63 verso and 65 verso. 
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Bianca strongly suggests that she utilized the space in the same ways that her 
husband did, as both personal retreat and as a powerful reminder of dynastic 
strength, which in this case concentrated on her alliance with the Medici dynasty, 
an incredible act of upward social mobility. 
 
The Early Uffizi and Its Contemporaries 
 The physical characteristics of Francesco's galleria at the Uffizi are shared 
by additional early modern galleries and museums, both within the Italian 
peninsula and beyond.  The coincidence of the Uffizi's characteristics with other 
early modern museums reflects Francesco's active participation in and even 
shaping of an emerging museological sensibility regarding the display of 
collections.  Paola Barocchi describes Francesco as thinking in specifically 
museological terms,361 with the Uffizi as more than simply a much larger version 
of the studiolo.  Although it shared objects, interests, and the strategic 
employment of multivalence, the Uffizi, like other early modern museums, was 
in fact something new. 
 Considering the Uffizi's relationship to other Cinquecento and early 
Seicento princely and aristocratic museums clearly demonstrates Francesco's 
awareness of what constituted the history of early modern museums.  Just as his 
studiolo embodied the shifting collecting interests of patrons from antiquities 
                                                          
361 Barocchi, 56. 
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towards natural specimens, his Uffizi reflects the changing nature of display sites 
as they moved from personal spaces for close range viewing to more publicly 
oriented spaces with standards for display and arrangement, in which multiple 
individuals were expected to interact with the collection.  That any attempt to list 
such spaces in this period returns a small sample indicates the museum as an 
emerging concept in the 16th century; many spaces described by historians as 
"museums" in fact fell somewhere along the public-private spectrum, much as 
the early Uffizi does.  Spaces like the Uffizi were often only accessible in the 
sense that they were accessible to some, usually invited guests or visiting 
dignitaries.  Some evidence suggests that the Uffizi was accessible to those who 
requested access, primarily Francesco Bocchi's comment, discussed below, that 
the gallery was open to "those who wanted to" see the objects.  But many early 
modern museums were constructed within existing princely palaces, marking 
them as falling under authoritative ownership.  The Uffizi's position in a 
somewhat liminal space, within a government building adjacent to but not truly 
part of the grand duke's residence, suggests the gravitational pull of the princely 
gallery model even as the museum begins to move tentatively away from the 
locus of power.   
 As we shall see, most galleries in this period remained ensconced within a 
palace, often pre-existing, such as Vincenzo Gonzaga's Galleria della Mostra in 
the Palazzo Ducale of Mantua, discussed at length in Chapter Four.  In many 
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cases, they featured a long corridor such as that at the Uffizi, often lined with 
paintings or sculptures.  This early preference for the galleria format appears in 
Italy, the Holy Roman Empire, Britain, and France362 in this period, including one 
such example commissioned by Thomas Howard, Earl of Arundel, for his 
London residence, Arundel House.363  This gallery appears in Daniel Mytens' 
1618 portrait of Howard (Figure 3.31), suggesting that the gallery was at least 
more or less completed by that year.364  Mytens adopts an authoritative seated 
pose for Howard similar to that favored by Francesco towards the end of his life, 
suggesting an individual dedicated to contemplation but, enrobed in fur and 
bearing a pointer as if a scepter, also one of high status bordering on the royal.  
Howard gestures with his implement towards the gallery, indicating it as a 
source of pride and a marker of status; a barrel-vaulted corridor stretches into the 
distance, displaying the celebrated collection of ancient sculptures known as the 
Arundel Marbles, the first comprehensive collection of ancient statues in 
Britain.365  Through an arched window at the far end of the corridor, a lake and 
                                                          
362 Including François I's gallery at Fontainbleau, with decorations by Rossio Fiorentino and 
others.   Begun in 1528, this gallery prefigured that at the Uffizi. 
363 Pevsner, 113. 
364 Mytens also painted a pendant portrait of Alathea Talbot, Lady Arundel, showing her in a 
similar mirrored position at the head of a long gallery hung with paintings.  Although she does 
not point to the gallery with a possessive gesture as does her husband, the work reflects the pride 
that the couple apparently shared in their galleries and the status associated with the collection 
and display of both antiquities and contemporary paintings. 
365 The Arundel Marbles were purchased by the second Sir William Fermor and displayed in 
niches on the grand staircase of Easton Neston, his seat in Northamptonshire.  The family 
donated the collection to the Ashmolean Museum in the following century, where they remain 
today. 
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gardens are visible, hinting at the estate's grounds.  As a portrait of an aristocrat, 
Mytens' painting is telling in that it depicts a galleria as an space connoting 
authority, a possession to show off as much as one's fine clothing and furs.366   
 One of the most intriguing comparisons to be drawn between early 
modern princely collectors and their galleries is that between Francesco and the 
Holy Roman Emperor Rudolf II (r. 1576-1612.)  The two rulers forged an 
epistolary relationship based on a shared interest in collecting, particularly of 
objects related to the natural sciences and mechanical arts.  In the past, Rudolf 
(Figure 3.32) suffered from much the same historical treatment in the literature as 
has Francesco, with his interests in collecting, alchemy, and natural philosophy 
interpreted along with his retiring nature as evidence of a reclusive personality 
obsessed with his collection.  While this caricature-like treatment has slowly been 
                                                          
366 Thomas Howard was portrayed by Peter Paul Rubens around 1630, in a work now at the 
Isabella Stewart Gardner Museum.  As outlined in Chapter Four, as Rubens was involved in the 
arrangement of paintings in Vincenzo Gonzaga's Galleria della Mostra, it is tempting to 
conjecture that sitter and artist perhaps discussed the degree to which Howard's gallery 
measured up to that in Mantua.  For more on Thomas Howard, Earl of Arundel, see David 
Howarth's biography, Lord Arundel and His Circle (New Haven: Yale University Press, 1985), and 
Ernest Gilman, Recollecting the Arundel Circle: Discovering the Past, Recovering the Future (New 
York: Peter Lang, 2002.) 
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replaced by more thoughtful scholarship,367 its parallels to the scholarly 
treatment of Francesco alert us to the difficulty that scholars have had in making 
sense of alternative means of asserting political authority when made through 
cultural forms.  While the use of images depicting military or political power has 
long appeared on art historians' radar screens, the use of collected objects, 
especially those arranged in a site of display, somehow becomes simply a space 
of retreat, especially in the case of rulers who appear to have failed our 
expectations for personal charisma.  Rather, as DaCosta Kaufmann asserts, 
Rudolf's collection, displayed in dedicated galleries in Prague's imperial castle, 
served as "a refuge for contemplation but also as an expression of his imperial 
magnificence and a symbol of his claims to power,"368 mirroring the functions of 
Francesco's studiolo and the Uffizi.   
 Beginning in 1590, Martino Gambarini and Giovanni Maria Filippi 
constructed galleries in Prague Castle to display the collections on the first and 
                                                          
367 The reappraisal of Rudolf II's collecting was lead by Thomas DaCosta Kaufmann's article 
"Remarks on the Collections of Rudolf II: The Kunstkammer as a Form of Representatio," The Art 
Journal, 38 (1979), in which he argued that the emperor's collection should be viewed not as 
personal obsession but as a political symbol of power.  His reassessment was challenged by 
Antoine Schnapper in "The King of France as Collector in the 17th Century," The Journal of 
Interdisciplinary History, vol. 17, no. 1 (1986), wherein he returned to the trope often associated 
with Francesco as well in describing Rudolf's collections as a form of escapism.  For more on 
Rudolf II, see Thomas DaCosta Kaufmann, The School of Prague: Painting at the Court of Rudolf II 
(Chicago: University of Chicago Press, 1988); DaCosta Kaufmann's chapter "From Treasury to 
Museum: The Collections of the Austrian Habsburgs" in The Cultures of Collecting; and the 
exhibition catalogues Rudolf II and Prague: The Court and the City (London: Thames and Hudson, 
1997) and The Stylish Image: Printmakers to the Court of Rudolf II (Edinburgh: National Gallery of 
Scotland, 1991.) 
368 DaCosta Kaufmann, "Remarks on the Collections of Rudolf II," 22. 
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second floors, with rooms dedicated to paintings, sculpture, and assorted 
collectibles such as jewels, books, and natural specimens.   As at the Uffizi, the 
major galleries for sculpture and paintings had decorated ceilings, and the 
smaller galleries were connected along a long corridor forming a spine, which 
was also hung with paintings.369  Strangely, though, Rudolf's collections are 
referred to, even by DaCosta Kaufmann, in such a way that a clear distinction is 
not made between Rudolf's kunstkammer and other sites for displaying the 
collection, even though the plan of their arrangement suggests a series of long 
galleries forming an L-shaped corridor, not unlike that of the Uffizi or Galleria 
della Mostra.370  DaCosta Kaufmann refers to the collections displayed in 
multiple rooms of the castle as Rudolf's "kunstkammer"; while I readily 
acknowledge the flexible linguistics surrounding early modern sites of collecting, 
by not calling this display site a gallery or museum, we diminish its political 
function and continue to interpret the space, if only through language, as a 
personal treasure room.   Instead, its structure as a series of unfolding rooms 
through which visitors passed reflects the diplomatic and political function of 
Rudolf's museum, similar to that of his fellow alchemist-prince and epistolary 
familiar at the Uffizi. 
                                                          
369 DaCosta Kaufmann, "Remarks on the Collections of Rudolf II," 23.  
370 For more on the defining characteristics of wunder- and kunstkammern and their relationship to 
natural order, see Lorraine Daston and Katharine Park, Wonders and the Order of Nature, 1150-1750 
(New York: Zone Books, distributed by MIT Press, Cambridge, 1998.) 
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  The physical structure of the Uffizi is also reflected, perhaps most 
dramatically, in the Galleria degli Antichi in Sabbioneta, the ideal town on the 
banks of the Po constructed by Vespasiano Gonzaga (b. 1531- d. 1591), a member 
of the cadet branch of the Mantuan dynasty.  Linking Sabbioneta Castle with the 
nearby Palazzo Giardino, the Galleria degli Antichi is a nearly 300-foot long two 
story gallery, elevated above a series of 26 Roman arches forming a loggia 
(Figures 3.33-3.34.)  The building still stands today, although without its original 
collection; most of the original works on display were relocated by Empress 
Maria Teresa to Mantua's Accademia Nazionale Virgiliana in the 18th century.  
Vespasiano commissioned the Galleria degli Antichi to house his collection of 
hunting trophies and ancient statuary, including Greek and Roman works of 
free-standing sculptures and reliefs, marble busts, and porphyry columns, some 
of which were acquired by Vespasiano's father during the Sack of Rome.371 The 
gallery was constructed between 1583-84,372 making it almost precisely 
contemporaneous with the Uffizi in Florence.  Further research is necessary to 
determine what, if any, contact Vespasiano Gonzaga and Francesco I may have 
had.  Its interior frescoes originally featured views of Italian cities including 
Rome, Florence, Naples, and Mirandola,373 situating the small and isolated new 
                                                          
371 Alfredo Puerari and Bruno Stefani, Sabbioneta (Milano: Istitutio Editoriale Domus, 1955), 
caption for image #55. 
372 Ibid., caption for image #56. 
373 Ibid., caption for images #56-60.   
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town of Sabbioneta within the larger context of Italian centers of power, 
reinforcing the political function of Vespasiano's gallery.  In 1589-90, these 
original frescoes were replaced by those currently visible, featuring illusionistic 
wood paneling and ornamental features such as putti, garlands, and decorative 
architectural elements by Pietro Martire Pesenti and Giovanni and Cherubino 
Alberti.374  The end walls of the gallery, through which the visitor enters, feature 
wonderfully convicting illusionistic architectural trompe l'oeil, with painted putti 
supporting Vespasiano Gonzaga's stemme (Figure 3.35.)  That the Galleria degli 
Antichi was contracted as a free-standing edifice, designed solely to display a 
collection, suggests that collectors readily adopted the corridor model even when 
not relying upon pre-existing spaces in government buildings or palaces.  
Vespasiano's choice of a gallery shaped like those of contemporary dukes, grand 
dukes, and emperors reflects his awareness of these sites of display as ones that 
readily communicated authority, and his commission of his own gallery in the 
same shape certainly could not have been coincidental for a nobleman in his 
position, officially part of the ruling family in Mantua but relegated for much of 
                                                          
374 Puerari and Stefani, caption for images #56-60.  For more on the Galleria degli Antichi, see 
Hildegard Wulz, Die "Galleria degli Antichi" des Vespasiano Gonzaga in Sabbioneta (Petersberg: 
Michael Imhof, 2006); Michela Michelotti, "La Galleria degli Antichi di Sabbioneta: il Museo di 
Vesapsiano Gonzaga," Civittà Manotvana, no. 25 (1989): 61-82; and the exhibition catalogue Le 
preziose collezioni degli antiquari: la Mostra Mercato Nazionale. Vol. 1- Galleria degli Antichi, Vol. 2 - 
Palazzo Giardino (Roma: Tip. Tiberina, 1975.) 
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his life to the position of second-class aristocrat.375  That he began construction of 
his gallery after his elevation to his ducal title reflects contemporary expectations 
that such a gallery was a proper element of a late 16th-century ducal court.  
Clearly aware of the efficacy of architecture to communicate knowledge, wealth, 
and authority, as evidenced by the massive construction project of Sabbioneta, an 
model town created entirely by one individual,376 Vespasiano's emulation of 
contemporary princely galleries such as the Uffizi demonstrates the immediate 
attraction of this model. 
 The individual objects originally on display in galleries contemporary to 
the early Uffizi, such as those of Rudolf II and Vespasiano Gozanga, have long 
since been dispersed.  While the Medici collections remain in Florence and many 
of the art works are still displayed at the Uffizi, thanks to the Patto di 
Familigia,377 the legal document donating the Medici collections to Florence as 
state patrimony, they have of course been moved, rearranged, and reinstalled 
countless times.  Our ability to reconstruct the precise appearance of the earliest 
                                                          
375 Spending much of his life in the service of the Spanish Habsburg kings, including Philip II, 
Vespasiano was given the title of Prince of Sabbioneta by the Holy Roman Emperor Maximillian 
in 1574, then elevated to Duke by Rudolf II in 1578.  Puerari and Stefani, paragraph 7. 
376 Proving the enduring attraction of reading Renaissance rulers as solitary and melancholy, 
Alfredo Puerari even describes Vespasiano Gonzaga's creation of the ideal town of Sabbioneta as 
a restricted zone within which he could retreat to solitude.  Puerari and Stefani, paragraph 1. 
377 Tourists and visitors can thank the efforts of Anna Maria Luisa de' Medici, Electress Palatine 
and sister of Gian Gastone, the last Medici Grand Duke, for the continued presence of the Medici 
collection in Florence.  Inheriting the Medici collection from her brother at his death in 1737, the 
Electress Palatine negotiated with the Holy Roman Emperor and new Lorraine rulers of Florence 
that the family's possessions would be willed to the Tuscan state after her death.  Known as the 
Patto della Famiglia, this document stipulated that the Medici treasures would remain state 
patrimony so long as they remained in Florence. 
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iteration of the galleria is therefore limited.  An inventory of the Tribuna from 
1589 remains the earliest formal recording of the specific objects on display 
within the Uffizi,378 dating to the reign of Francesco's successor Ferdinando.   
 A handful of late 16th-century writers commented on the new gallery, 
shedding light on the display of the objects and on the gallery's role in 
diplomatic and public relations during Francesco's time.  The earliest of these 
mentions comes from a letter sent to Francesco Maria II della Rovere, Duke of 
Urbino, by his agent in Florence, Simone Fortuna.   Fortuna's letter, dated 21 
April, 1584, describes the introductions and interactions between members of the 
Medici court and Vincenzo Gonzaga, prince of Mantua, in the run-up to his 
marriage to Eleonora de' Medici, Francesco's eldest child.379  Fortuna, who 
seemed to have been equally loyal to both the Duke of Urbino and the Grand 
Duke of Tuscany, describes the itineraries and attitudes of the major players in 
the week prior to the wedding.  According to Fortuna, Vincenzo Gonzaga, whom 
Fortuna refers to as "il principe," arrived in Florence on Tuesday, 17 April, and 
was received by Francesco and other members of the court in the Palazzo 
Vecchio.  Fortuna's letter features a fastidious recounting of who sat where at 
every meeting and meal, reflecting the Italian courts' great concern regarding the 
changing statuses of major families on the peninsula, including, of course, the 
                                                          
378 Conti, 248.  For more on the historical changes to the arrangement of works in the Tribuna, see 
Heikamp, "La Tribuna degli Uffizi come era nel Cinquecento." 
379 This letter was published by Le Monnier (now Mondadori) in Florence as a pamphlet in 1868. 
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Medici, who had only recently been elevated to the status of Grand Dukes in 
1569.380  On the following day, Fortuna records that "it was fully 9 AM before the 
table was laid [for breakfast], and in that time the prince had seen the galleries 
and many delights that the Grand Duke had newly created, and he had also 
practiced shooting the musket and crossbow at the cornices of the campanile, in 
which Sua Altezza [Grand Duke Francesco] took much delight."381   
 Although Fortuna's reference to the Grand Duke's galleria is brief, as he 
seems more interested in recording the father-son bonding over molesting 
Giotto's Tower with new weapons technologies, his words offer important 
information regarding the function of the early Uffizi.  Fortuna refers to the 
galleria as a recent creation of Francesco's, a description supported by archival 
evidence suggesting that the gallery was officially created as an institution in 
March of 1583, roughly a year before Vincenzo Gonzaga's stay in Florence.   
Fortuna's letter also records that, after the initial public greeting and dinner upon 
the prince's arrival, his visit to the galleria was the first activity of his stay.  In 
other words, the gallery was a top sight.   The rest of the activities listed during 
                                                          
380 For an example of resistance to the Medici's recent elevation, see Murphy, 187. 
381 Fortuna, 9.  Original Italian: "Erano intorno a XIX ore inanzi che si ponessero a tavola, nel qual 
tempo il Principe aveva veduto le gallerie e molte delitie che nuovamente ha fatte il Gran Duca, e 
si era anche esercitato a tirare l'archibuso e la balestra alle cornacchie del campanile, in che par 
che pigli molta dilettatione S.A."  I have approximated the Florentine time of 19 hours to be 
approximately 9 AM; the Florentine clock began at the hour of sundown (hour 1), which I have 
approximated would have taken place at roughly 6 PM in Florence in April.  
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the prince's stay, including a calcio match,382 a ceremonial mass,383 and an evening 
of singing and dancing,384 were presumably arranged and organized according to 
the wishes of the host, the Grand Duke.  One can assume, then, that the visit to 
the galleria was also Francesco's idea.  We should not be surprised to find the 
Grand Duke eager to show off his new creation; no doubt it would have 
impressed the future Duke of Mantua, who during his reign would support 
major names in the arts and sciences, including Claudio Monteverdi, Peter Paul 
Rubens, and Giovanni Antonio Magini.  The impressive nature of the Uffizi 
galleria, an entire floor devoted to the display of the best of the Medici collection, 
made it a powerful diplomatic tool.  With the opportunity to show his future 
son-in-law the beautiful works of art, Francesco exposed the young prince to the 
powerful associations of financial, political, and dynastic strength associated 
with such a site of display.  Perhaps he wished to impress upon the future duke 
that, even though he might be marrying a Medici, Mantua should well remember 
its place.   
 The dedicated display space of the Uffizi was not the only location 
devoted to collecting that Vincenzo Gonzaga visited during his trip to Florence.  
Fortuna records that on Saturday, the day in which he composed his letter to 
Duke Francesco Maria, the prince visited "the rooms of the Grand Duchess 
                                                          
382 Fortuna, 10. 
383 Ibid., 12. 
384 Ibid., 9. 
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[Bianca Cappello], where there were delightful things, chiefly of painting and 
sculpture.  Then he went in those [rooms] of the Grand Duke to see the jewelry 
and the medals."385  Francesco's use of collecting to diplomatic ends is further 
noted by Fortuna's final comment in this letter, in which he records that the 
Grand Duke spent the rest of Saturday afternoon preparing "a chest of all the 
rare oils and remedies, to give the Duke of Mantua."386  These powders and 
potions, likely created by the Grand Duke himself in his laboratories, served as a 
reminder of Florence's avant-garde medical experimentation and as a small 
collection in itself, carefully curated by Francesco and presented as a unit.   
 While Fortuna mentions the newly-created Uffizi as a single itinerary note 
amongst many, another commentator focused on the galleria as among the 
primary artistic treasure of Florence.  Francesco Bocchi describes the gallery as 
such in his 1591 guidebook, The Beauties of the City of Florence.  Bocchi, a minor 
literary figure, served as agent for Francesco's brother Ferdinando, both in Rome 
during Ferdinando's cardinalate and in Florence after his accession to the title of 
Grand Duke following Francesco's death in 1587.  His guidebook, dedicated to 
Ferdinando's wife, Christina of Lorraine, relates to the concern over precedence 
at court; just as Fortuna had been at pains to note who sat where at table 
                                                          
385 Fortuna, 12.  Original Italian: "i camerini della Gran Duchessa, dove sono cose delitiosissine, 
massimamente di pittura e scultura.  Dipoi s'andó in quei [camerini] del Gran Duca a vedere le 
gioie e le medaglie." 
386 Ibid.  Original Italian: "una cassetta di tutti gli olii e remedi rari, per donare il signore duca di 
Mantova." 
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according to their courtly status, Bocchi and others at court continued to argue 
for the precedence owed to the newly-granducal Medici by articulating the 
supreme qualities of Florence itself.  Bocchi describes the physical beauty of the 
city as a manifestation of her virtù; the Uffizi, with its display of objects collected 
by the ruling Medici family over the centuries, features centrally.  His extensive 
description of the gallery remains one of the earliest accounts of the museum's 
arrangement and of specific objects on display.387 
 Bocchi's praise for the Uffizi extends to all aspects of the structure, even 
"the offices of the administrators on the lower floors [which] are laid out 
perfectly."388  The reader is reminded of Bocchi's close association with the ruling 
family and his underlying thesis regarding Florence as an aesthetically virtuous 
city; his high praise for and selection of beautiful objects aligns with his position 
as a member of the Medici court.  He continues:  
On the top floor Grand Duke Francesco instituted a magnificent 
and regal gallery along the eastern side.  It is filled with statues, 
very noble paintings, and the most precious furnishings, and today 
it truly astounds the world for its superb beauties.  Here one finds 
the most exquisite works of art, the most illustrious adornments, 
and the most ingenious devices human skill can provide, the last 
invented by Bernardo Buontalenti, architect to Grand Dukes 
Francesco and Ferdinando.  When the eye wanders among so many 
                                                          
387 A 1589 inventory of the Tribuna only remains the earliest account of objects within the space; 
although Bocchi's account is slightly later, it deals with the entire museum.  For more on the 1589 
inventory, see Conti, 247.  For a discussion of granducal inventory policies, see Francesco 
Freddolini, "The Grand Dukes and Their Inventories: Administering Possessions and Defining 
Value at the Medici Court," Journal of Art Historiography, no. 11 (December 2014.) 
388 Francesco Bocchi, The Beauties of the City of Florence: A Guidebook of 1591. trans. Thomas 
Frangenberg and Robert Williams (London:  Brepols, 2006), 61. 
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different, rare, and sublime beauties, the mind is exceedingly 
delighted and astounded by the extraordinary and amazing 
achievements of human workmanship. 389 
 
Bocchi's description of the impression that the gallery has upon the viewer, 
reinforcing the incredible breadth of human and natural ability, recalls the 
studiolo's intertwined themes of mankind's ability to refine nature's materials into 
exquisite objects.  In keeping with his assertions regarding Florence as a virtuous 
city, Bocchi focuses on the human skill behind the objects that he sees on display, 
as if to suggest that only in such an honorable city as Florence could such 
abilities emerge.   
 As he continues, Bocchi provides more specifics regarding the objects 
displayed in the gallery, offering us a picture of how the early galleria looked.  
Ancient sculptures and modern paintings dominate his description.  He 
mentions that there are at least eighty "most beautiful"390 ancient sculptures, with 
the artists' names lost due to their antique status.  Among these works, which 
Bocchi describes as being of "marvelous workmanship,"391 is the bronze 
Arringatore (Figure 3.36), which Bocchi describes as a portrait of Scipio.  The 
other works mentioned by name are predominantly of ancient or mythological 
subjects, such as multiple Bacchuses (including that of Michelangelo [Figure 
                                                          
389 Bocchi, 60. 
390 Ibid. 
391 Ibid. 
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3.37]), a Leda, and portraits of Roman emperors.   
 Bocchi references the painted portrait series of uomini famosi, which he 
claimed was commissioned by Grand Duke Francesco of Cristofano 
dell'Altissimo to illustrate Paolo Giovio's famous "museum" of illustrious 
figures.392  Thomas Frangenberg observes that the series was initiated by Cosimo, 
but Bocchi's confusion suggests that Francesco may have carried on the project 
by commissioning new works.  In any case, this remains one of the earliest 
references to the portrait series that today underlines the upper register of the 
gallery's corridors (Figure 3.2.)  As before, Bocchi links the artistic products on 
display to the city's noble character, stating that the paintings "hang under the 
springing of the vault of the Gallery and provide such rich and regal adornment 
that a more noble decoration does truly not seen humanly possible."393   For 
Bocchi, the fame of the portraits' subjects and the skill of their painters speak to 
the virtue of Florence. 
 Bocchi devotes his longest description to that of the Tribuna, which he 
describes as fittingly beautiful given the rare and precious objects displayed 
there.394  Bocchi describes a room with walls hung with red velvet and "encircled 
by small ebony shelves, full of statues and very rare things, precious beyond 
                                                          
392 Bocchi, 63.  Initiated by later grand dukes, the Uffizi's collection of artists' self-portraits, a 
distinctly different collection of uomini famosi, is displayed in the Vasari Corridor.  According to 
Hollingsworth, Ferdinado I moved his father's portrait series from the Palazzo Vecchio to the 
Uffizi.  Hollingsworth, 278. 
393 Ibid., 67. 
394 Ibid., 67-68. 
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belief."395  This shelving, which according to Bocchi was extensive, reminds us 
that small-scale objects were displayed in the Tribuna much as they were in the 
studiolo and the Scrittoio di Calliope, according to traditional display practices 
within studioli.  While Bocchi does not elaborate as to what specific objects he 
sees, we can guess that the handful of objects transferred directly from the 
studiolo to the Tribuna, including the bronze statuettes, were placed on this 
shelf.396  Scholars working from the 1589 inventory of the Tribuna believe that the 
shelf also displayed hardstone and crystal vases, as well as small boxes 
containing ancient medals.397  That the display in the Tribuna did not differ 
significantly from that of the studiolo except in terms of scale reinforces our 
understanding of the Tribuna as kunstkammer, a space dedicated to displaying 
the very best of the Medici art collection. 
 Bocchi acknowledges that he cannot describe each object within the room, 
but hints at the splendors on view, mentioning small paintings, bas-reliefs 
(possibly the small antique marble relief of Ganymede listed in the studiolo 
inventory [Figure 3.38]) and jewel-encrusted Damascene daggers as objects on 
display.398  These categories of objects all appeared in the inventory of 
Francesco's studiolo and could well have been specific objects originally 
                                                          
395 Bocchi, 68. 
396 See final section of Chapter Two, "Transition: From Studiolo to Museo," for details of the 
transfer of objects from the Palazzo Vecchio studiolo to the Tribuna of the Uffizi. 
397 Conti, 248. 
398 Bocchi, 68. 
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displayed in that space.  Unfortunately, without more definitive information 
regarding individual objects, it is impossible to know conclusively.  Regardless, 
the objects chosen for display in the Tribuna clearly mirrored the categories of 
precious items collected within the Palazzo Vecchio studiolo.  Among the 
specifics that he does describe, Bocchi singles out a turquoise head of Julius 
Caesar 399 (Figure 3.39) and "a little mountain of pearls and gems, rich and 
amazing to behold."400  Bocchi describes this last object as one made by Francesco 
himself, as a "pastime worthy of his station."401  Finally, he describes an ivory 
objet d'art carved with portraits of the family of William, Duke of Bavaria, which 
is "carved with incredible diligence and makes the viewer tremble with wonder 
at the thought of what ingenuity could have produced so fine a work."402  The 
objects highlighted by Bocchi share the studiolo's theme of beautiful natural 
materials manipulated by man into refined works of art.  
 Bocchi then moves on to describe the highlights of the paintings on 
display in the Tribuna, including Raphael's famous Portrait of Pope Leo X with 
Cardinals Giulio de' Medici and Luigi de' Rossi (Figure 3.40) among other works by 
Raphael, Titian, Andrea del Sarto, Leonardo, and Pontormo.  His description of 
the paintings remains cursory, indicating that the bel composto design of the room 
                                                          
399 In fact a Renaissance bust of Tiberius, made of turquoise paste, agate, and gold, by Antonio 
Gentili da Faenza, now in the Museo degli Argenti, Florence.  Its small scale, ancient subject, and 
unusual media would undoubtedly have delighted Francesco. 
400 Bocchi, 68. 
401 Ibid. 
402 Ibid. 
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interested him more than the individual works themselves.   Bocchi does not 
elaborate on specifics regarding the paintings, singling out only the triple 
portrait by Raphael, which depicts the first Medici to achieve the papacy, in 
proud support of the ruling family.   
 Bocchi's interest primarily rests on the physicality of the Tribuna itself as 
he continues to describe the space as a technological instrument.  He describes a 
now-lost weathervane originally situated within the lantern of Buontalenti's 
domed ceiling (Figure 3.41), which included an indicator of wind direction 
shaped like a human hand.403  He also describes the room as built to serve as a 
kind of large-scale astrolabe: 
When at a certain time the sun arrives at the spring equinox in 
Aries, at the autumn equinox in Libra, and at the solstice in Cancer 
or in Capricorn, its light falls through a certain hole, and one is 
informed with such certainty that one understands the course of 
the planets, and the motion of the heavens and of the stars, through 
the contemplation of this superb device, even when one has little 
experience in such matters.404 
 
While Bocchi is the only source who describes the Tribuna as having such 
properties, it is plausible given Francesco's interest in understanding the cosmos.  
Bocchi's description suggests that originally some object, perhaps located on the 
                                                          
403Bocchi, 70.  The interior of the small lantern of the Tribuna's ceiling still contains what appears 
to be some sort of indicator (Figure 3.41); however, as visitors are not allowed to enter the room 
in today's museum, it is difficult to discern precisely what sort of apparatus is currently in place.  
The Tribuna underwent a major restoration between 2010-2012, and it appears that whatever is 
currently in situ is not the same installation that Bocchi saw, as the pointer indicting direction 
appears to be in the shape of an arrow rather than a hand. 
404 Ibid. 
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floor, assisted the viewer in understanding the motions of the planets on the 
seasonal equinoxes, which has presumably been lost. 
 Bocchi's survey of the Tribuna includes descriptions of additional objects 
that no longer form part of the room's display, such as an ebony studiolo 
decorated with gems and portraits of Roman emperors.405  He remarks that this 
object, along with the works of art displayed within the space, reflect the 
supreme achievement of mankind's ability to improve upon nature's wonders.  
"Here both [nature and art] have reached the peak of their splendor and 
grandeur," he declares, reinforcing the expansion of the theme of Francesco's 
studiolo onto the much larger scale of the Tribuna.   
 Bocchi completes his description of the Uffizi by describing the gallery as 
accessible to anyone who wishes to view the collection.  Bocchi articulates this 
accessibility as a measure of the Grand Duke Ferdinando's enlightened rule: 
 Since humankind has a great desire to enjoy the sight of the works 
produced by such noble and sublime intellects, the Grand Duke has 
permitted to the supervisors of these objects to accommodate those 
who want to see them.  Thus one can view them as carefully 
[attentamente] as one pleases.  In the Gallery one sees the figures 
more comfortably than in public squares.  Outside they would be 
stained by wind and rain.  Here, on the other hand, they are 
preserved in a clean state, and because of [the Grand Duke's] most 
kind generosity one can, as a sophisticated pastime, view them 
from time to time.  Already the emperors and the Roman nobles 
had this same praiseworthy and honorable idea.  In order to escape 
the accusation of greed and jealousy for keeping the wonderful art 
works of painting and sculpture within their private houses, they 
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placed them in public places for the benefit of others.  Among 
them, Marcus Agrippa was so passionate in this respect that he 
delivered a very committed speech, demanding that all paintings 
and sculptures be exhibited in public. 
  These works in the Gallery are most carefully protected from 
dust, wind, and water.  Thus well preserved and clean, they can be 
viewed, and they are made public [publiche] at almost all times, if 
someone courteously [cortesemente] asks to see these precious works 
of art.406 
 
While Bocchi likely includes this remark primarily to propagate the image of 
Ferdinando as a cultured ruler, his concern for the good of his subjects equal to 
that of a Roman emperor, his description remains the earliest indication that the 
Uffizi was, at least within a decade of its construction, open to visitors.  Bocchi's 
passage indicates that the gallery was accessible, but that one had to request 
access rather than simply stroll in from the street or purchase a ticket at a 
window, reflecting the early modern usage of the word "publiche" to indicate 
that the collection could be made open to visitors rather than open at all times.  
                                                          
406 Bocchi, 71.  Original Italian, from Francesco Bocchi, Le bellezze della citta  di Firenze, dove a pieno 
di pittvra, di scvltvra, di sacri templi, di palazzi, i piu notabili artifiz , e piu preziosi si contengono 
(Firenze: Gugliantini, 1677), 56: "Hora, perche grande è l'appetite nell'huomo di pascersi della 
vista di lavori prodotto da ingegni così nobili, così sublimi, dal Gran Duca è permesso a' ministri, 
che hanno cura di queste cose, che a chi vuol vedere siano cortesi; onde, come al trvi pare 
attentamente le confideri.  Con miglior commodo si veggono queste figure in Galleria, che se 
nelle publiche piazze fossero collocate; peroche fuori da venti, da acque sarebbono maculate, ma 
qui con maniera conforme a somma cortesia ad hora, ad hora si possono vedere.  Fup pensioer 
pieno di lode, e di honore già ne gli Imperadori, e ne' gentil'huomini Romani: i quali temendo di 
non esse restimati searsi, e quali invidiosi, se dentro le private mura senza più i maravigliosi 
artifizii di pittura, e di statue havessero tenuti, in luogo publico a commodo altrui gli collocarono.  
Et tra questi M. Agrippa fu si caldo in questo avviso, che fece una orazione piena di gravi 
sentimenti, perche tutti le pitture e tutte le statue fossero poste in luogo publico.  Hora queste 
della Galleria con somma cura sono guardate da polvere, da venti, da acque, e conservate 
pulitamente sono vedute, e quasi fatte publiche ad ogni tempo, che altri di pascer l'occhio di così 
preziosi artifizii chiede cortesemente." 
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However, Bocchi's language indicates that the notion of an accessible museum or 
collection in this period was still an emerging one, as his description alternates 
between emphasizing the access granted to visitors with their proper behavior 
within the space.  Although theoretically available to anyone who wished to see 
the works displayed within, the Uffizi remained, in Bocchi's words, a space for 
deep [attentamente] contemplation of the works by those who had "courteously" 
requested access.  He describes such activity as a "sophisticated pastime," one 
made accessible to those who possess the skills and knowledge to engage with 
the works in their new site of display with the proper decorum.  Indeed, as the 
gallery was only opened upon request, a potential visitor had to have the 
additional knowledge of where and how to make such a request, which Bocchi 
does not outline.  Even while describing the accessibility of the space, Bocchi 
reinforces the galleria as a site of privilege; as physical access to the collection 
increased, there remained a continued emphasis on the user having the requisite 
education and background, connoting wealth and status.  As such, Bocchi's 
description of the early Uffizi records the fine line between accessibility and 
privilege that many early museums treaded.  No doubt the increased openness of 
collections in this period brought new concerns to light that visitors to these 
formerly highly restricted sites might not engage with them in the proper 
manner, reflecting the tension circulating around other early modern museums 
such as the Vatican Belvedere, as discussed below. 
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The Early Modern Museum  
 Any discussion of the history of public museums is complicated by the 
fact that the concept of the museum grew out of the tradition of the domestic 
studio, a space that, regardless of the varied iterations that it could assume, 
remained at heart inherently personal, and in many cases, private.  The history of 
the museum as a separate and different entity from the private studiolo remains 
in some part the history of the private collection becoming public, whatever 
"public" meant in a given context.  I have outlined the history of the studiolo in 
Chapter Two, providing a necessary background for understanding both 
Francesco's studiolo and how the early Uffizi fit into the history of the emerging 
early modern concept of the museum.  Paula Findlen observes that, for many 
centuries, the word museum was employed to suggest this notion of an 
exclusionary or private space;407 she describes the 16th and 17th centuries as the 
crucial period in which the idea of the museum shifted from closed to open.  This 
dissertation falls directly within this transformative time, when the notion of the 
museum began to shift from an inherently ancient one towards the concept of 
museums that we recognize today.  The Uffizi, emerging at this critical moment 
of change, offers insights into the beginnings of the modern museum. The 
Galleria degli Uffizi serves as a particularly potent case through which to trace 
this transformation; at nearly 450 years old, this particular museum remains a 
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cultural institution that we take for granted in large part because it still exists 
today in much the same form. 
 Just as in the case of the studiolo, linguistic specificity regarding the word 
museum (the Italian museo or Latin musaeum) did not exist in the period under 
consideration; to complicate matters, the word "museo" was in this period used 
interchangeably with words connoting a private space, such as gabinetto/cabinet 
or studio.  Jeffrey Collins asserts that the word also connoted any collection of 
rarities,408 whether natural specimens or art works.  As was the case regarding so 
many collections in this period, such museums based on rarities ranged in their 
degree of accessibility.  On the more public side, museo appears just as frequently 
as words such as teatro (theater.)  This linguistic slippage is especially confusing 
in the case of the Uffizi, as in the late Cinquecento a space known as the Teatro 
Mediceo also existed on the second floor of the Uffizi, adjacent to the gallery.  
While no trace remains today (the main staircase used by tourists and newer 
galleries now occupy its general location), the existence of a theater directly 
adjacent to the nascent art gallery demonstrates how early modern thought 
conceived of these two constructions as similar enterprises, appropriate to be 
placed in physical proximity.  This physical proximity is also evidenced by the 
                                                          
408 Jeffrey Collins, "Museo Pio-Clementino," in The First Modern Museums of Art, 115.  For more on 
the 16th century shift towards the use of "galleria" and "museo," see Findlen, "The Museum." See 
Thornton for more on 15th century norms for use of these words.  See Stewart, Ch. 5, 
"Epistemologies of the Early Modern Closet," for more on the usages of the English equivalent to 
"studio."   
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Grande Galleria and its associated spaces in Turin, discussed in the Conclusion. 
 As the 16th century drew to a close, a new word increasingly became 
associated with sites of display that pushed the vacillating distinction between 
private and public in the direction of the latter -- the galleria.  Findlen describes 
the word galleria, connoting "a space through which one passed or visited, rather 
than the closed studio," as increasingly dominant in the 17th century.409  The use of 
the word galleria at the Uffizi not only anticipated this Seicento development but 
in fact ensured it; the dictionaries of the Accademia della Crusca, first published 
in 1612, normalized the word as a space of collecting characterized by public 
access.410  That the Accademia della Crusca, an official group supported by the 
Medici Grand Dukes, including Francesco, understood a galleria as a public space 
reflects the more open character of the Galleria degli Uffizi, the galleria example 
par exellence for this Florentine linguistic academy.  
 The notion of a public museum was, in the early modern period, truly an 
idea only beginning to emerge as sacred and secular authorities arranged their 
prized possessions in new spaces devoted to the display of collected objects that 
increasingly allowed for access, even if only to privileged individuals.  The 
tension between the private collection and wider access to it that characterizes 
many, if not most, early modern iterations of the museum is especially apparent 
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in the example of the Vatican Belvedere, established in 1503 by Pope Julius II 
with his decision to relocate the Apollo Belvedere (whose moniker is derived from 
its new display location, where it remains) from his personal residence to the 
new Vatican courtyard designed by Donato Bramante (Figure 3.42.)411  Even 
though it concerned only a single work, Julius' decision remains significant in 
that it signaled a shift in the Roman tradition of displaying antiquities in private 
homes.  As at the Uffizi, the removal of collections from private residences marks 
an important change, even if not undertaken wholesale.  By 1550 the collection of 
antiquities had grown to include the recently-discovered Laocoön, Knidian Venus, 
Commodus as Hercules, a bust of Antinous, and the Torso Belvedere, an impressive 
"nucleus of masterpieces that attracted visitors from throughout Europe." 412  
According to Kathleen Wren Christian, "at the Belvedere, Bramante's refined 
spiral staircase made the papal collection accessible to visitors and the extent of 
the collection's fame suggests that aristocrats, artists, and any passing pilgrim 
could have entered to see its sculptures,"413 their entrance most likely requiring a 
coin slipped to the servants on duty.  However, the physical characteristics of the 
                                                          
411 Collins, 115.  According to Kathleen Wren Christian, the Apollo entered the Vatican collection 
in 1508 and was installed in the Belvedere in 1511.  Kathleen Wren Christian, Empire without End: 
Antiquities Collections in Rome 1350-1527 (New Haven: Yale University Press, 2010.)  For more on 
the construction history of the Belvedere, see James Ackerman, The Cortile del Belvedere (Città del 
Vaticano: Biblioteca Apostolica Vaticana, 1954), and Hans Henrick Brummer, The Statue Court in 
the Vatican Belvedere (Stockholm: Almqvist & Wiksell, 1970.)  See Nicholas Temple, Renovatio 
urbis: Architecture, Urbanism, and Ceremony in the Rome of Julius II (London: Routledge, 2011) for 
greater context regarding Julius' relationship to antiquity. 
412 Collins, 115. 
413 Christian, 199. 
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site demonstrated discomfort with the notion of general access.  Most overtly, the 
cortile featured a Virgilian inscription over its door that declared the space as one 
of privilege: "Begone, ye uninitiated."414  While this admonition could mean that 
one required only the requisite knowledge or taste to enter and appreciate the 
works displayed within, the relationship between education and the ability to 
receive it, connoting access, wealth, and status, results in this inscription 
suggesting that only a select few could be considered worthy of admission.   
 The physical shape of the Belvedere, an enclosed octagonal courtyard,415 
also reflects the sense of privacy built into the display site.  An outdoor space 
with only one entrance, rather than a corridor or series of rooms through which 
one passes, implies a place of retreat and relative inaccessibility; Collins 
describes it as a hortus conclusus, a secret garden off limits to the masses.416  By the 
late Cinquecento, the Belvedere as an increasingly enclosed space was reflected 
by a set of protective shutters installed in the 1560s,417 further restricting visual 
access to the cortile and its ancient artworks.  That the concept of the museum 
increasingly moved towards a more open and sociable, if not outright 
diplomatic, one in the late Renaissance is reflected in Pope Sixtus V's unfulfilled 
                                                          
414 Collins, 116. 
415 Like the Uffizi Tribuna, the Belvedere is an eight-sided space; however, with its sides much 
longer in length than the connecting walls, the Belvedere feels, to its visitors, much more like a 
circular courtyard than does the Tribuna with its equidistant sides.  I suspect that the Belvedere's 
octagonal shape has more to do with ease of construction (as compared with the difficulty of 
creating a truly round space) than with a design decision to adopt an octagonal shape. 
416 Collins, 116. 
417 Ibid. 
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plans to dismantle the entire structure in the years circa 1585-90,418 shortly after 
the Uffizi's construction.  In short, the Belvedere no longer served his needs.  The 
quasi-circular shape and enclosed nature of the cortile had by this time fallen out 
of fashion, indicating that Francesco's awareness of and even direct contribution 
to changing tastes regarding the appearance of sites of display.  The Belvedere's 
shape stands in contrast to the Uffizi's corridor-based structure, which 
conformed to visual preferences by facilitating use of the gallery as a place for 
demonstrating political values through cultural forms to an audience greater 
than one.  However, the tension inherent in a space that disturbs a simple 
public/private binary, built as a restricted space of delectation but accessible to 
many, remains part and parcel of the Uffizi, along with the Belvedere and other 
early modern iterations of the museum.  
 Within modern literature, a strictly-constructed definition of what 
constitutes a "public art museum" does not exist, even among those who study its 
development, an absence that has created an environment of ambiguity around 
scholarly considerations of early art museums.  While museum scholars do not 
agree on what constitutes a public museum, their general insistence that the 
institution emerged in the 18th century, with the Louvre and British National 
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Gallery as primary examples,419 has created a common usage of the word "public" 
in this context to mean "open to anyone."  The museums most frequently cited as 
the earliest examples of public museums remain ones in which any individual, 
provided he or she be clean, properly-attired, and well-behaved, could enter 
(either for free or by purchasing a ticket) and view the art.  However, the lack of 
specificity among historians of museums has lead earlier examples that fit this 
description, including the Ashmolean, which publicly opened in Oxford in 1683, 
to be overlooked in some instances.  Tts well-documented history clearly shows 
that when the museum opened its doors, it was accessible to all in the traditional 
sense.420  However, the Ashmolean often does not appear in accounts of public 
museums, an oversight that parallels the exclusion of the Uffizi from the roster of 
early museums. 
 One such example is Carole Duncan's account of the formation of the 
Louvre, which she describes as "prototypical."421  Duncan explicitly cautions 
against reading museum functions in pre-18th century sites of display, even when 
                                                          
419 See Carole Duncan, Civilizing Rituals: Inside Public Art Museums (London: Routledge, 1995), 
Chapter 2. 
420 For more on the Ashmolean, see R.F. Ovenell, The Ashmolean Museum 1683-1894 (Oxford: 
Clarendon Press, 1986), and the exhibition catalogue Elias Ashmole (1617-1692) and His World: A 
Tercentary Exhibition.  ed. Michael Hunter (Oxford: Ashmolean Museum, 1983.)  The relative 
dearth of recent study of the museum reflects the scholarly agreement that the true public art 
museum emerged in the 18th and 19th centuries, with important early examples such as the 
Ashmolean frequently overlooked. 
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they "come surprisingly close to modern museum situations."422  Given her belief 
that such displays do not serve as the origins of public museums, it is not 
surprising that the Uffizi makes no appearance in her book on public art 
museums.  However, she also acknowledges that "the modern institution of the 
museum grew most directly out of sixteenth, seventeenth, and eighteenth-
century princely collections."423  Although incorrectly assuming that all princely 
collections were displayed in impressive reception spaces solely to reinforce the 
glorification of the ruler, Duncan finishes her introduction on the development of 
public museums by stating that "public art museums both perpetuated and 
transformed the function of princely reception halls."  Like others, Duncan 
contradicts herself, observing the early modern roots of the public art museum 
but unaware of how to incorporate that history, which she clearly views as 
significantly different, into her account of "modern" institutions.  The conflation 
of political power, fine art, and scientific knowledge was as much present in the 
foundation of the Uffizi as it was for the British Museum, a product of the 18th 
century that fits the more traditional narrative of public museum formation.424  
The difference in emphasis between the two museums' collections, with the 
                                                          
422 Duncan, 22. 
423 Ibid. 
424 For more on the British Museum's formation and early admission policies, see David Wilson, 
The British Museum: A History (London: British Museum Press, 2002.)  For more on the original 
arrangement of objects within the museum's galleries, see Anne Goldgar, "The British Museum 
and the Virtual Representation of Culture in the 18th Century," Albion, vol. 32, no. 2 (2000): 195-
231. 
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Uffizi displaying predominantly fine art in its most traditional sense and the 
British Museum's collection featuring both ethnographic artifacts and a mixture 
of "high" and "folk" art, are the result of their temporal distance rather than a 
differing museological focus.  The fact that Duncan perhaps unwittingly 
describes many of the characteristics of the Uffizi's emergence even as she 
attempts to create distinctions between early modern princely collections and 
modern public museums demonstrates the lack of a clear dividing line between 
the two categories.   
 The Italian art historian Paola Barocchi uses the word "public" more 
similarly to the way that I suggest we think about the Uffizi as she describes the 
presentation of the Medici collection in the early Galleria degli Uffizi.  Following 
Bocchi, she describes Francesco's gallery as "public testimony to the various 
conquests of artifice,"425 succinctly summarizing the transfer of the studiolo's 
theme to the expanded stage of the gallery, in particular the Tribuna.  Her 
description of the new space for the collection as "public testimony" successfully 
captures the fact that, while not everyone could visit the museum, its existence 
was general knowledge and its physical presence in the political heart of 
Florence publicly communicated its message of right to rule to a much wider 
audience than those actually allowed to pass within its galleries. 
 Similarly to Barocchi, and in contrast to the more common scholarly focus 
                                                          
425 Barocchi, 60.  Original Italian: "testimoniare in pubblico le varie conquiste dell' 'artificio.'" 
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on 18th-century museums, Kryzysztof Pomian includes the Uffizi specifically 
among public museums founded through the process of a private collection 
being made accessible to the public,426 a process that, interestingly, he describes 
as the "traditional" pattern of public museum formation.427  It is important to note 
that Pomian defines this process as "the birth of a collection accessible either to 
all the public or to certain specified categories."428  A museum, therefore, does not 
need to be accessible to every member of society to be considered public, a 
crucial distinction when it comes to identifying the early Uffizi as a quasi-public 
gallery.  The possibility that anyone could apply for access to the collection 
perhaps remains enough to define it as accessible, just as today many museums, 
such as the Metropolitan Museum of Art, remain officially open to all but require 
or strongly suggest that visitors have the ability to pay a suggested donation fee.  
Along with the Uffizi, Pomian lists the Hermitage, Ambrosiana, Musei Vaticani, 
and British royal collections as public museums established in this "traditional" 
manner --  the opening of private, and in most cases princely, collections to the 
public.  Pomian observes that, in all these cases, the collections were the product 
of individuals who wielded considerable power, be it temporal or spiritual, a 
nod to the power of collecting, and its display, to demonstrate status and 
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Portier (Cambridge, UK: Polity Press, 1990), 263. 
427Ibid., 261. 
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authority.  These collections were all opened to the public relatively early in their 
histories (Pomian notes that the last to liberalize access was the Hermitage, 
which did so in 1852, less than a century after its founding by Catherine the 
Great.)  He offers an important caveat, a reminder that at the moment of their 
opening to the public, the meaning of what constituted public access was often 
"more restrictive than it is today, and the conditions of access very different."429  
This reminder, that the meaning of public in 16th-century Florence should in no 
way be confused with its meaning in the 21st century, remains crucial to 
understanding the function of the early Uffizi at the end of the Cinquecento. 
 Pomian's understanding of publicly accessible museums as a relative 
concept is borne out in the way that other scholars discuss the early Uffizi.  In his 
contribution to The Origins of Museums, the product of a symposium 
appropriately held to honor the tercentenary of the Ashmolean, Giuseppe Olmi 
also describes the early Uffizi as a public institution.  Olmi understands the Uffizi 
as a public display primarily in its extreme difference from the exclusive space of 
Francesco's studiolo, describing the transfer of objects from the Palazzo Vecchio 
study to the Uffizi's Tribuna as a clear shift from private to public display.430  
Olmi interprets Francesco's decision to create the new galleria as one entirely 
based on dynastic insecurities, prompting the need for a public display of art that 
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he reads as entirely propagandistic.  If anything, Olmi takes the argument a bit 
too far, stating that the Tribuna's display of art "had constantly to be exposed to 
the eyes of all and to be strongly impressed on the mind of every subject."431  
Certainly only a very limited number of individuals were granted access to the 
museum in its first few decades, a far cry from "every subject."  Eilean Hooper-
Greenhill makes the same overstatement when she describes the early Uffizi as 
"an open, light, and airy gallery... created in a part of the palace that was then 
opened up for the people of Florence as a public space."432  This description 
makes it sound as if the early gallery constituted a public space in the same sense 
that the nearby Loggia dei Lanzi (Figure 3.43), with its collection of famous 
sculptures, was physically open, with individuals free to wander in and out at 
will.433  The restricted nature of the Uffizi's public accessibility surely would have 
severely limited its usefulness as a propaganda tool designed to be exerted 
directly upon the masses.  Olmi's overly-generalized view of Francesco's 
motivations for creating the gallery reflects the traditional notion of the Medici 
grand dukes as despots, concerned only with enhancing their power through 
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432 Eilean Hooper-Greenhill, Museums and the Shaping of Knowledge (London: Routledge, 1992), 
108.  Hooper-Greenhill incorrectly identifies the Uffizi as part of the Palazzo Vecchio, when in 
fact they are individual structures separated by the Via della Ninna, over which the Vasari 
Corridor creates an enclosed passageway between the two buildings.   
433 Unlike the Galleria degli Uffizi, the Loggia dei Lanzi, named for the Germany mercenary 
pikesmen (landsknechts) who were housed in the space during the reign of Cosimo I, was an 
unrestricted public space.  Cosimo initiated the practice of placing works of art in the loggia with 
the installation of Cellini's Perseus. Originally constructed in the 14th century as a space for public 
ceremonies, the loggia was later modified by Buontalenti, who added a viewing platform on the 
roof as a space from which the grand dukes could observe the piazza. 
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unsophisticated methods.  While the display of authority was a keen interest for 
Francesco and directly related to his collecting and display choices, the audience 
at which these efforts were directed remains important and, as this dissertation 
argues, the process of communicating that message employed contemporary 
philosophical and scientific knowledge synchronically with the fine arts.  Rather 
than forcefully trying to impress an understanding of political power upon the 
general populace, the Uffizi in its initial conception served as a more complex 
union of authority and culture that spoke primarily to dignitaries, scholars, 
scientists, and rulers -- in short, Francesco's peers. 
   
Francesco's Uffizi 
 Rather than reading the Uffizi as a straightforward assertion of power, I 
suggest that it be read in the same dualistic way that we can understand 
Francesco's studiolo through the prism of ambivalence.  As discussed in the 
Introduction, although ambivalence, as a 20th-century term, remains 
anachronistic to Francesco's time, it remains a useful lens through which to 
understand the multiple functions of the early Uffizi, reflecting messages 
regarding the value of culture and its ability to articulate the political.  The 
strategy of multivalence employed in the studiolo, in which the site's 
simultaneous function as both personal retreat for contemplation of the natural 
world and assertion of the knowledge, wealth, and reach, through the collection 
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of rare and exotic objects, requisite to rule, worked together to produce meaning.  
The Uffizi employed this same strategic embrace of dual meanings, but, as a 
more open site of display wherein visitors and invited guests could personally 
view the works on display, was more transparent and even more effective at 
utilizing cultural forms to assert political authority.  The new galleria (Figure 
3.44), as a site ostensibly devoted to the appreciation of natural and human 
productive capacities, to a degree camouflaged its political meaning, making it 
all the more effective in that visitors were free to come to their own conclusions 
regarding the taste, knowledge, and legacy of Francesco and his Medici 
forebears.  That Francesco purposefully guided his visitors through a site of 
display constructed to convey such messages was no doubt apparent to even the 
greenest of ambassadors, but with its stunningly decorated galleries and famous 
collection of both antique and modern masterworks, the museum surely still 
dazzled, as evidenced by Bocchi's rapturous description.  In a period when such 
museums remained a relatively new cultural form, emerging almost entirely 
within ducal or papal contexts, the novelty and prestige associated with a multi-
gallery museum of such quality would undoubtedly impress. 
 While transmitting messages of status and authority, the museum also 
served as a personal sanctuary for the prince.  Early accounts that record the 
diplomatic function of the gallery, with Francesco taking his distinguished 
visitors through the gallery and showing them his favorite objects, suggest that, 
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like the studiolo, the Uffizi was a space that allowed the Grand Duke to embrace 
his responsibilities in a way comfortable to him.  One can easily imagine the 
Grand Duke excitedly showing off the wondrous ivory and bronze statuettes in 
the Tribuna to visiting ambassadors.  As he enthusiastically recounted the 
difficult carving and cutting techniques involved in, for example, creating the 
beautiful commesso floor of the Tribuna (Figure 3.45), one can imagine the 
visitors' minds silently tabulating the incredible cost of such an installation and 
marveling.  This incredulity was then recorded in letters sent to courts around 
Europe, spreading the news that the Medici were indeed worthy of their new 
quasi-royal titles.  This process of letting visitors come to their own conclusions 
regarding the financial power and reach of the granducal court through the 
seductive power of art reflects Francesco's strategic use of cultural politics, in 
particular an early modern version of soft power, in which a geopolitical actor 
wins allies through attraction rather than the threat of punishment or attack.   
 For all the Uffizi's meaning as a symbol of Medici wealth, taste, and 
influence, on a quotidian basis, the museum served as a site of personal pleasure 
for Francesco.  While not a restricted site like the studiolo, the gallery served 
primarily as a site to display the private collection of the grand duke.  Although 
dignitaries, distinguished guests, and artists were granted access and possibly 
even given tours by Francesco himself, the museum was still far from public in 
our modern sense, and would have, on most days, received no visitors.  
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Francesco appears to have personally utilized the gallery as a place of 
contemplation.  Simone Fortuna records that on one occasion, Francesco even 
caught a cold from spending too much time in the new gallery, where he would 
gaze lovingly at the works.434  While the studiolo served as both a refuge from his 
princely visibility and as an educational space in which the prince could perfect 
his understanding of the natural world, the Uffizi seems to have been a space of 
wonder for Francesco.  Clearly fascinated by nature's beautiful materials and 
artworks fashioned skillfully from such materials, Francesco created a museum 
which displayed and glorified such objects, presenting the most astonishing 
examples of man and nature's joint artistic efforts in the shrine of the Tribuna.  
Francesco's personal enthusiasm for the objects and their transformative 
processes of creation made him the ideal voice through which to make this 
argument, as, through his delight and appreciation of their beauty and rareness, 
he sold his guests on the power of the Medici court. 
 While some scholars have viewed the Uffizi as yet another opportunity for 
Francesco to escape or avoid his governmental responsibilities,435 I suggest that 
the location of the gallery, adjacent and in fact connected to the Palazzo Vecchio 
                                                          
434 Berti, Il principe dello studiolo, 28.  While Berti gives the date of Fortuna's recording as 1582, 
which pre-dates the "beginning" of the gallery that I propose, he gives no citation for his 
quotation.  As I mention earlier in this chapter, March 1583 marks the beginning of the Uffizi as 
an institution, while work most likely began earlier, possibly towards the end of 1582.  Original 
Italian: "Il Granduca è stato tutta questa settimana molto infreddato, con una tossa assai 
fastidiosa.  La cagione viene attirbuita allo star tanto a passegiare per questa sua nuova Galleria, 
della quale pare si compiaccia sommamente ornandola di pitture e di statue a maraviglia." 
435Berti, The Uffizi and the Vasarian Corridor, 5. 
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via Vasari's corridor, suggests the opposite.  Francesco's greatest personal 
interests were the natural sciences and art, rather than the business of ruling a 
nation-state, and it is hardly a stretch to suggest that he would have preferred to 
be a natural philosopher rather than a grand duke.  At the same time, his 
personal dedication and commitment to his dynastic destiny is equally clear, 
and, in a sense, quite admirable.  Rather than viewing the creation of and his 
delight in the Uffizi as a sign of Francesco's avoidance of his duties, I see it as his 
way of managing this commitment to the best of his abilities.  Francesco created 
a space within which he could enjoy his pastimes, while still remaining close to 
the governmental heart of Tuscany and through which he could use culture to 
communicate political authority.  Berti acknowledges this balancing between the 
grand duke's desire for his personal pastimes and commitment to his political 
duties in describing the Uffizi as "a private refuge where he could enjoy his 
artistic and scientific hobbies and remain at the same time in close contact with 
his political center."436  As discussed in Chapter Two, his so-called personal 
pastimes, particularly those related to scientific experimentation and alchemy, 
were considered noble and appropriate activities in which an educated and up-
to-date ruler might engage.  Rather that distractions or hobbies, Francesco's 
pursuits in the scientific and technological laboratories expanded his 
understanding of natural philosophy and demonstrated his commitment to the 
                                                          
436 Berti, Uffizi, 5. 
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vita activa, which was balanced by his contemplative activates in the studiolo and 
Uffizi, wherein he pondered the wonders and relationships of mankind, nature, 
art, and science. 
 The location of the new galleria at the Uffizi reflects its position within a 
constellation of activities and sites related to these princely pursuits.  At the same 
time that he constructed the art gallery in the Uffizi's east corridor, the west 
corridor was equally transformed to accommodate many of the laboratories and 
workshops previously located at the Casino di San Marco complex in the Uffizi 
building.437  Sometimes referred to collectively as the Fonderia (foundry),438 these 
workshops included not only metallurgical ones but also pharmacological labs 
and art workshops in which artists produced works in wood and fine stone.  By 
relocating these labs from the Casino, located at the Piazza San Marco on the 
other side of the city from the Palazzo Vecchio, Francesco was not seeking to 
                                                          
437 Berti, Uffizi, 9. The exact date of the transfer of workshops and laboratories from the Casino di 
San Marco to the Uffizi remains difficult to pin down.  Among scholars it is generally agreed that 
the transfer took place during the construction of the new gallery.  Alan Darr gives the year as 
1583 in " his contribution to the exhibition catalogue The Medici, Michelangelo, and the Art of Late 
Renaissance Florence, 5.  Fanny Kieffer cites the date as 1586.  The Galleria dei Lavori, now known 
as the Opificio delle Pietre Dure, was moved to the Uffizi in 1588 under Ferdinando I.  For more 
on the transfer of the workshops to the Uffizi, see Rooney, 13, and Fanny Kieffer, "The 
Laboratories of Art and Alchemy at the Uffiz Gallery in Renaissance Florence: Some Material 
Aspects," Laboratories of Art: Alchemy and Art Technology from Antiquity to the 18th Century. ed. Sven 
Dupré (Cham: Springer International Publishing, 2014), 105-127. 
438 Within the archival record of the Guardaroba Medica at the ASF, the account records of the 
granducal administration, payments related to both the east corridor (gallery) and the west 
corridor (laboratories) fell under the jurisdiction of the Galleria.  During Francesco's reign, the 
records do not indicate that a distinction was made between the gallery and the workshops as 
separate administrative entities.  Artists and employees working on either (or in many cases, 
both) sides of the Uffizi were paid by the same governmental agency.   
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escape his ruling duties but instead creating a central arts-and-science complex 
close to his residence and the seat of government.  Contemporary commentators 
on the prince, including Fortuna and Michel de Montaigne, had noted that 
Francesco spent many hours, and even days, each week working in the 
granducal labs at the Casino.439  Francesco even conducted state business from 
the Casino; in 1576 Andrea Gussoni, the Venetian ambassador to Florence, 
observed that "he [Francesco] spends almost all of his time in a place they call the 
casino... but nevertheless he intersperses...negotiations with secretaries regarding 
affairs of state, also expediting many requests for mercy as well as justice, in such 
a manner that he mixes pleasure with business, and business with pleasure."440   
Knowing that he would continue to spend considerable time in these workshops, 
Francesco's decision to move them adjacent to (in fact, connected to) the 
governmental palace reflects his commitment to his role as grand duke rather 
than a desire to shirk his responsibilities.   
 Mary Hollingsworth thoughtfully observes that Francesco concentrated 
his commissions within buildings located at the very heart of his political 
authority, the Palazzo Vecchio, Piazza della Signoria, and the Uffizi441 -- locations 
that formed a nucleus of political power in Florence.  Since the construction of 
                                                          
439 See Berti, Il principe dello studiolo, 28, and Montaigne, 109.  
440 Findlen, Possessing Nature, 23.  For Gussoni's complete report on Francesco's activities at the 
Casino, see Berti, Il principe dello studiolo, 57-58. 
441 Hollingsworth, 274. 
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the Palazzo Vecchio in the early 13th century, this area of the city had been 
associated with government and political authority, and Francesco's focus on it 
for sites of display reflects these longstanding connotations.442  The location of 
Francesco's sites of collecting in Florence's governmental square demonstrates 
that they were meant to do more than simply amuse the prince.  The liminality of 
many of these structures, including the Palazzo Vecchio and the Uffizi, which 
defy clear distinctions between personal, private, domestic, and governmental 
through their mixed use and physical connection, enhance the powerful 
multivalence of Francesco's "ambivalent" commissions. 
 The display of the Medici family's collection of antiques, fine art works, 
and rare and precious objects within a dedicated site of display, itself 
aesthetically pleasing with beautiful architecture, frescoed ceilings, and 
multicolored commesso floors, could not but impress visitors and announce the 
family's longevity, wealth, and taste.  In this way, the nascent Galleria degli 
Uffizi reflected the cultural, intellectual, and financial associations present in 
Francesco's studiolo.  Of course, a major difference exists between the projection 
of authority through a studiolo that very few were allowed to enter and a 
museum that borders on public.  By creating an accessible gallery, Francesco 
changed the way in which the audience received his messages of authority.  
                                                          
442 Fore the history of the Palazzo Vecchio until the establishment of the Medici duchy, see Nicolai 
Rubinstein, The Palazzo Vecchio, 1295-1532: Government, Architecture, and Imagery in the Civic Palace 
of the Florentine Republic (Oxford: Clarendon Publishing, 1995.) 
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Instead of simply hearing about the existence of a site of display, Francesco's 
courtly peers could now experience the collection themselves.  While the 
transmission of messages through word of mouth could be effective, as multiple 
re-tellings and imagined descriptions of the studiolo could magnify and enhance 
its wondrous qualities like a courtly game of "telephone," the first-hand 
experience of the collection by courtiers, ambassadors, and visiting rulers 
allowed Francesco's assertions of authority to act upon their recipients in a 
personal and experiential manner.  Seeing for themselves the scale of the Medici 
collection, the gravitas of its ancient fragments and the dazzle of its jewels, 
visitors to the Uffizi came to believe in Medici might and power through their 
own experience.  As if describing the processes by which diplomatic visitors to 
the Uffizi must have been awed by its magnificence, Duncan explains that 
museums, whether early modern or 21st century, offer values and beliefs in the 
form of experiences,443 as visitors encounter the objects on display for themselves 
and feel as if they draw their own conclusions about the meaning of those 
objects, even if, of course, the intended meaning is set out by the museum's 
creators. 
 Francesco's harnessing of his political claims to the individual experience 
of culture would remain one of his most important legacies, a subtle but 
important shift in the centuries-long Medici approach to utilizing art to assert 
                                                          
443 Duncan,  8. 
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political power.  Rather than simply slapping the Medici palle onto Florentine 
symbols to equate the family with control of the city, such as the family insignia 
visible on the pedestal of Donatello's David (Figure 3.46), or commissioning 
images of Medici rulers literally encased in ancient robes of state, as was Cosimo 
I's strategy as he embraced the guise of Augustus in his later years (Figure 3.47), 
Francesco's new approach allowed the visitor to the Uffizi to determine the 
dynasty's right to rule through his own personal experience.  Rather than being 
told about Medici authority, the visitor would come to that conclusion seemingly 
through his own mental processes, a far more effective and insidious process.   
 I strongly agree with Duncan's observation of the seductive "ideological 
force of a cultural experience that claims for its truths the status of objective 
knowledge."444  As the visitor walked the corridor and viewed the art works, the 
objects themselves announced the expense, taste, and influence necessary for 
their acquisition by the Medici.  The visitor would then himself draw the 
conclusion that the grand dukes must be powerful authority figures if they could 
demonstrate such wealth and influence.  Rather than personally asserting his 
power, Francesco allowed the collection displayed within the gallery to do it for 
him.  With the objects quietly but continuously serving as reminders of the 
family's position, visitors to the museum would perceive Francesco's authority as 
an evident, objective fact, demonstrated by the collection itself and thus 
                                                          
444 Duncan, 8. 
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eliminating the need for overt and potentially desperate proclamations of the 
right to rule.  These commissions proclaim authority in a way that almost 
removes Francesco from the equation, focusing on dynastic power and virtue 
rather than on the laudable characteristics of the second Grand Duke himself.  In 
essence, Francesco disappears, leaving only his powerful surname.  This shift 
from the individual to the abstract, even as the Uffizi and its works of art 
continue to relate to Francesco's personal interests in cutting edge arts and 
sciences, is a hallmark of political absolutism, will be taken up in the following 
section. 
 
Absolutism and the Role of Cultural Politics 
 The emergence of the new state-run gallery set precedents for the use of 
art in the political arena in early modern Florence.  Creating a gallery that 
displayed the Medici family's heretofore private art collection in a manner 
accessible to at least some members of the public serves as evidence of the 
collapsing distinction between private and public that occurred during 
Francesco's reign.  Erasing the clear divisions between the private property of the 
individual ruler and that which belongs to the nation or state as an abstract 
entity foreshadows the complete marriage of the public and private life of the 
ruler that characterizes absolutism.  Shifting the collection of art from private to 
public equally shifted Francesco's persona as grand duke into the public sphere.  
257 
 
 
 
Making a connection between the self-fashioned image of Francesco presented in 
his portraits, which often depicting him as a cultured, erudite collector ─ or 
scholar-prince ─ and the physical objects that he collected and contemplated, the 
gallery now placed those objects in a designated museum where they could be 
viewed by individuals other than the grand duke himself.  As evidence of 
Francesco's taste and physical embodiments of knowledge, the art works and 
objects could be verified through viewing, a small step on the road to national 
treasures as public patrimony.  While Francesco's Florence was a far cry from 
Louis XIV's Versailles, the changing meaning of the Medici art collection 
displayed in the Uffizi represents an important early step towards the full 
flowering of absolutism associated with the Sun King.   
 With few exceptions, the Medici Grand Duchy is not traditionally 
recognized as an absolute state, although, with its personal rule, large state 
bureaucracy, and the Grand Duke as sole executive authority, it easily fits the 
description.  In the Tuscan state, the grand duke's word was the law.  Like his 
father before him, Francesco ruled as a singular authority, with no parliamentary 
bodies or official councils of advisors to authorize his decisions.  While public 
sentiment might not always be on his side, the law was that which the grand 
duke wanted.  That this personal rule was enacted and enforced by an ever-
growing state bureaucracy does not hide the fact that the grand duke had nearly 
complete authority within his dominion.  Although Francesco's rule was 
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predominantly conservative, he was not afraid to, on occasion, exercise his 
granducal prerogative and flex his muscles.    
 Lacking the conscientious spectacle and control through ritual that made 
later iterations of absolutism so memorable, the Medici Grand Duchy can best be 
characterized as political absolutism in an early form.  While the complete 
ritualization around and near worship of the ruler had not yet calcified, the 
increasing erasure of distinctions between the personal and political realms of 
the Grand Duke, particularly when it came to understandings of private and 
state ownership of art, remains similar.  This shift in emphasis, whereby the 
grand duke's personal interests were employed for political purposes, developed 
out of the general lack of distinction between public and private in Renaissance 
life.  The intentional blurring of personal and political sectors of court life is most 
apparent at the Uffizi, where the display of Francesco's collection outside the 
walls of a private family residence for the first time meant that the works of art 
forming the collection were now understood to carry different meanings to new 
audiences.  While this audience remained primarily an elite one, the subtle 
distancing of the collection from the appearance of direct possession by the 
Medici dynasty marks an important shift towards a new understanding of the 
collection as part of the state's cultural patrimony.  As historian Paula Findlen 
observes, "the Uffizi gallery stood as a public model of what it meant to 
transform a private passion for beautiful objects into a public statement about the 
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value of culture,"445 noting the new emphasis on artistic production as a tool of 
public ideology.  Francesco Bocchi's hymn to the virtues of Florence offers a 
contemporary expression of this new equation between the state and the 
preservation of culture.  Bocchi praises Grand Duke Ferdinando for both the 
protection of the works of art and the relative ease with which an interested 
party can view the works, a dual public service for the benefit of individual 
citizens and Tuscan cultural patrimony.   
 While utilizing the fine arts to support and reinforce political power was 
by no means a new strategy, with an illustrious history of Medici employment 
from Cosimo il Vecchio to Cosimo I, the Uffizi presented a new alignment of art 
in the service of politics, in essence introducing the notion of cultural politics into 
the Florentine political arena.  Rather than art reflecting or carrying political 
messages, such as Cosimo's commissioning of the heroically pro-Florentine 
frescoes in the Salone dei Cinquecento, Francesco's creation of the Uffizi ushered 
in an era in which cultural productions in Florence shaped political ideologies.  
The creation of the Uffizi gallery serves as an illustrative example of the way in 
which culture can drive the making of political messages rather than simply 
serving as the carrier of a pre-conceived message.  Although created by 
Francesco as a space within which the grand duke could contemplate his art 
                                                          
445 Paula Findlen, "Possessing the Past: The Material World of the Italian Renaissance," American 
Historical Review, vol. 103, no. 1 (February 1998): 113. 
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works and enact his role as princely collector and interpreter, the gallery's quasi-
public nature gave it meaning in the larger political context as an assertion of 
dynastic benevolence and legitimacy, demonstrating the Medici grand dukes' 
protection of culture for the good of the state.   
 The role of the Uffizi as a tool of cultural politics reflects Francesco's 
strategic embrace of multivalent meanings in the demonstration of political 
power.  On the one hand, the display of the Medici family's private collection in a 
more accessible gallery can be viewed as a liberalizing gesture intended to bring 
culture closer to those seeking access to it.  Placing the granducal collection 
outside of the confines of the family's private residences in a dedicated gallery 
space moved the collection in the direction of being viewed more as state 
patrimony than private possession.  That the Medici family constituted the state 
naturally complicates this relationship, but it equally allowed for the early shift 
in this direction.  While ownership and control of the works of art remained 
completely in Medici hands, the more public display and the perception that the 
newly-created museum protected and preserved the works began the process of 
identification of the collection with the Tuscan state rather than with individual 
owners. 
 On the other hand, the new Uffizi gallery served as a powerful enforcer of 
the political messages related to granducal absolutism in Florence -- all the more 
so for being a cultural space, in which political messages could be transmitted in 
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a less overt, and perhaps even more insidious, way through long-standing 
associations attached to art and its collection.  Presented as an artistic treasure-
house, ostensibly independent of politics, the Uffizi could be employed as a 
subliminal reinforcement of the political absolutism of the grand duchy.  The 
gallery spoke more convincingly than any courtier could.  The Uffizi attested to 
the dynasty's power as if it were a pre-existing fact, crystallizing the political 
argument into a physical space.  In this way the Uffizi gallery served as an 
example of what Louis Althusser called the "institutional mode of 
representation," in which "aesthetic displays bearing no ostensible relation with 
politics become instruments of force ensuring the strength of the order."446  The 
apparent permanence and institutional weight of the gallery's existence 
definitively argued for the might of the dynasty, while the seeming 
independence of culture from politics suggested that the presentation of this fact 
was indeed objective.   
 
 The employment of cultural forms to support granducal power will form 
the first of two case studies examined in the next chapter.  Building upon his 
brother's embrace of the multiple meanings that a single site for the display of a 
collection can embody, Ferdinando I expanded the traditional notion of a 
                                                          
446 Tom Conley, "Introduction: The King's Effects," to Portrait of the King, by Louis Marin. trans., 
Martha M. Houle (Minneapolis: University of Minnesota Press, 1998), vii. 
262 
 
 
 
collection through his commission of the ostentatious Cappella dei Principi at 
San Lorenzo.  Decorated with expensive and difficult to work natural specimens 
of exotic marbles and other hardstones, the Cappella utilized not one but two 
kinds of collections to proclaim political authority.  While the decorative 
elements of the chapel required a vast collection of unique and aesthetically 
pleasing stones, the chapel that they adorn celebrated the co-location of the 
bodies of the Medici grand dukes, brought together within the context of a 
magnificent artistic achievement as the ultimate authoritative collection.   
 The second case study of Chapter Four delves deeper into the 
museological impact of Francesco's galleria at the Uffizi, examining a slightly 
later gallery constructed by one of the Uffizi's first documented visitors, 
Vincenzo Gonzaga.  His Galleria della Mostra at the Palazzo Ducale in Mantua 
closely resembles Francesco's Uffizi and demonstrates the immediate 
attractiveness of the Florentine model for other Italian ducal courts.  This chapter 
also examines the impact at the Mantua court of Eleonora de' Medici, Vincenzo's 
wife and daughter of Grand Duke Francesco I.  Her close relationship with her 
uncle, Ferdinando, links these two case studies in an exploration of the impacts 
that Francesco's collecting and display precedents had on the next generation of 
Italian rulers within Florence's orbit. 
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CHAPTER FOUR 
CODA:  
EARLY 17TH CENTURY COLLECTIONS AND AUTHORITY IN FLORENCE AND MANTUA 
 
 As seen in Chapter Three, Francesco I de' Medici employed a nuanced and 
strategically multivalent approach to his collecting and display practices.  
Serving as both sites of private delectation and political communicators of the 
dynasty's right to rule, his sites of collecting and display at the Palazzo Vecchio 
and at the Uffizi served dual functions.  Their nature as simultaneously personal 
and political spaces made them particularly effective in that the political 
meaning was subsumed behind a veil of cultural and artistic expression.  This 
alternative mode to the overt signaling of political authority often associated 
with Machiavellian early modern power politics in Italy was attractive not only 
to Francesco's rule in Florence but in other contexts as well.  This chapter 
examines two "case studies" in the decades following Francesco's death in which 
his strategies for utilizing cultural forms to communicate the political were 
adopted by other Italian rulers.   
 The chapter opens by examining the nexus of cultural politics and power 
at play in the largest commission undertaken by Francesco's brother and 
successor as Florentine grand duke, Ferdinando I (Figure 4.1.)  With this project, 
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the Cappella dei Principi, the Medici dynastic mausoleum at the church of San 
Lorenzo, Ferdinando sought to convey political authority through the display of 
collections, emulating Francesco's earlier collecting practices that communicated 
political meanings.  While the commission at San Lorenzo played upon the 
power of a collection to communicate wealth and status, it transformed 
Francesco's subtle play upon the associated meanings of the expensive and rare 
objects collected into an all-out proclamation of Medici power.  Not only were 
the natural hardstone specimens made into intricate commesso panels and 
integrated into the decorative program of the chapel, but the primary function of 
the space was to bring together the mortal remains of the grand dukes 
themselves, a collection of authoritative bodies.  While embracing the efficacy of 
cultural forms, especially of collections, to communicate political power, 
Ferdinando's Cappella dei Principi did not employ Francesco's manipulation of 
the ambivalent nature of his sites, turning instead to an overt signaling of 
authority through the display of wealth, dynastic blood, and spiritual access that 
reflects a more traditional reading of assertions of power in the early Baroque 
period.  Examining the continued use of sites of collecting and display by Medici 
grand dukes to communicate political messages, this investigation reveals the 
extent to which Francesco's nuanced approach fell out of favor in the Florentine 
context as the Medici court increasingly lost economic and military prominence.  
With Florence still an important center for the arts and sciences, Ferdinando's 
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continued employment of cultural forms to articulate dynastic ambitions, ones 
that would remain unfulfilled, demonstrates his reliance upon the city's long-
time associations between the arts, scientific technologies, and authority, which 
reached its zenith during Francesco's reign.   
 The chapter concludes by investigating the display choices made by 
Vincenzo Gonzaga, Duke of Mantua, at the city's Palazzo Ducale.  In the last 
decade of the Cinquecento, Vincenzo created an impressive art gallery within his 
palace, known as the Galleria della Mostra, in which he displayed the highlights 
from his painting collection.  With the works of art arranged in the early 
Seicento, likely under the supervision of Peter Paul Rubens, the Galleria della 
Mostra physically resembled the Uffizi in a number of ways, including its 
location within or adjacent to a ruler's palace, its arrangement along a corridor, 
and its accessibility to visiting diplomats.  This correspondence is more than 
coincidental -- Vincenzo visited the Uffizi within its first year of existence, and 
while it remains difficult to prove definitively that his exposure to Francesco's 
museum impacted his own choice to create a similar gallery, Vincenzo's adoption 
of a corridor-based museum plan demonstrates Francesco's participation in and 
even establishment of late Cinquecento preferences in princely gallery design, as 
outlined in Chapter Three.   
 The Gonzaga court in Mantua under Vincenzo I also retained strong 
connections to Florence through the figure of Eleonora de' Medici, second wife of 
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Vincenzo Gonzaga and the daughter of Francesco I de' Medici.447  Eleonora, 
Francesco's first child with Joanna of Austria, was born in 1567 and grew up in 
the Palazzo Vecchio during the construction, decoration, and use of both 
Francesco's studiolo and the nascent Galleria degli Uffizi.  Her familiarity with 
contemporary Florentine display practices, which one scholar describes as almost 
instinctual in the Medici princess, directly contributed to museological choices 
made at the Gonzaga court, where epistolary evidence suggests that she was at 
least occasionally involved in the creation of the Galleria della Mostra.  Her 
continued relationship with her uncle, Grand Duke Ferdinando I, kept the lines 
of artistic exchange with Florence open and flowing during her time in Mantua, 
with art works, architectural plans, and even artists shared between the two 
courts. 
 Eleonora de' Medici's position as a family link and cultural agent between 
the Florentine and Mantuan courts in the late 16th and early 17th century reflects 
the diffuse impacts of Francesco's collecting and display choices.  While his 
strategic use of display spaces to subtly assert authority through sites that at first 
glance appeared more personal in nature was not adopted by subsequent 
Florentine rulers to the same degree, his use of culture to communicate the 
political remained a popular strategy among early modern Italian rulers.  These 
                                                          
447 Eleonora de' Medici should not be confused with her grandmother Eleonora di Toledo, 
Cosimo I's wife and Francesco's mother.  Eleonora (and the nickname Leonora) was a popular 
name among the Medici in the late Cinquecento, often bestowed in honor of La Fecundissima.  
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two examples demonstrate the continued authority that sites of collecting and 
display offered, as rulers emulated the actions of earlier collecting practices that 
conveyed political power.   
 While Vincenzo Gonzaga's direct exposure to the newly-born Uffizi is 
certainly the most obvious connection between Francesco's collecting and later 
projects that reflect his strategies, this chapter illustrates the rich web of 
relationships between Francesco's sites and later spaces for the display of a 
collection.  This chapter focuses on two examples close to Francesco, both 
temporally and physically.  However, expanding our view beyond the Italian 
context would reveal further relationships between Francesco's use of collecting 
for both personal and political means and related employments of collecting at 
other European courts, such as that in Prague of the Holy Roman Emperor 
Rudolf II.  As discussed in Chapter Three, Francesco's strategy of cultural politics 
introduced intentional blurring between public and private,  the personal and 
the political, that ultimately developed into the virtual obliteration of the 
sovereign's private sphere that characterizes political absolutism, reaching its 
apogee at the court of Louis XIV.  This chapter provides an investigation of some 
of the intervening models of cultural politics that link Francesco I in Florence to 
the Sun King in Versailles. 
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The Cappella dei Principi: "Heaven if any be on Earth" 
 Constructed in the first half of the seventeenth century, the Cappella dei 
Principi was the final addition to the church of San Lorenzo in the heart of 
Florence (Figure 2.19.)  It remains the only major Baroque building in the city.   
While today many visitors to the complex simply pass through it on their way to 
Michelangelo's far more famous New Sacristy, the Cappella dei Principi was in 
its day proclaimed the world's most glorious building.  Visiting Florence during 
his Italian travels of 1644, the English diarist John Evelyn described the chapel as 
"Heaven if any be on earth."448  This lofty praise is easy to understand ─ decorated 
floor to ceiling with variegated marbles, the chapel immediately thrusts upon 
visitors a dazzling visual spectacle of pattern and color.  One's eyes can barely 
look quickly enough to absorb the large space completely covered with 
decorative marbles.  Six massive stone sarcophagi line the walls of the octagonal 
chapel, each decorated with inscriptions and the crest of the Medici family 
(Figure 4.2.)  Above each sarcophagus, massive niches yawn, their dark empty 
spaces creating an unsettling void amidst the chapel's unceasing decoration 
(Figure 4.3.)  Originally designed to hold over-life-size bronze statues of each 
                                                          
448 Miles Chappell, "Some Works by Cigoli for the Cappella dei Principi," Burlington Magazine, 
vol. 113, no. 823 (October 1971): 580. 
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tomb's occupant, only two of the niches were fully completed (Figure 4.4.)449  For 
the modern as well as early modern visitor, the Cappella dei Principi is a sight 
unlike any seen before: an outsized chapel with every inch covered in Florentine 
marble mosaic, a giant reliquary of the Medici grand duchy.450 
 Built at staggering expense to house the bodies of the Medici grand dukes, 
the chapel was constructed on the orders of the third grand duke of Tuscany, 
Ferdinando I, between 1604 and 1640.  While the idea for an impressive and 
opulent family mausoleum may have originated with Cosimo I, the idea 
languished until the late 16th century, when Ferdinando invited artists to submit 
designs.  Ferdinando's personal ambition and desire to continue the elevation of 
the Medici family that began under Cosimo no doubt contributed to his interest 
in reviving the project for a family chapel decorated in multicolored hardstones, 
which even on a small scale would have been opulent and impressive.  The 
choice of San Lorenzo as the location for this chapel, now enlarged dramatically, 
had important political implications, and the Cappella's design as a space both  
                                                          
449 During my research visit to Florence in June-July 2014, the Cappella was undergoing repair 
work following an incident in 1999 when marble paneling over the tomb of Cosimo II became 
dislodged and fell to the ground.  Scaffolding covering parts of the tombs of Ferdinando I and 
Cosimo II, as well as the high altar, is therefore visible in some of the author's photographs of the 
chapel's interior. 
450 The closest visual forerunner of the Cappella dei Principi is the Pantheon of Kings at El 
Escorial, a similarly shaped rounded space filled with the sarcophagi of twenty-six Habsburg 
rulers.  Constructed under Philip II from 1563 to 1584, the Pantheon of the Kings differs from the 
Cappella dei Principi both in its decorative approach, dominated by wood paneling and gold, 
and less public location in a royal monastery-palace.  For more on El Escorial, see George Kubler, 
Building the Escorial (Princeton: Princeton University Press, 1982); Henry Kamen, The Escorial: Art 
and Power in the Renaissance (New Haven: Yale University Press, 2010); and Catherine Wilkinson-
Zerner, Juan de Herrera: Architect to Philip II of Spain (New Haven: Yale University Press, 1993.) 
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containing and decorated with collections (of Medici granducal bodies and 
worked hardstones, respectively) connected Ferdinando's commission to 
Francesco's sites of display of collections that asserted authority.  Artists 
including Ludovico Cigoli451 and Giorgio Vasari the Younger452 submitted 
proposals in multiple rounds of competition for the chapel's design, the first of 
which spanned the years of 1596-97.453  Giovanni de' Medici, Cosimo's 
illegitimate son and Ferdinando's half-brother, submitted the winning design, 
which was ultimately executed under the supervision of Bernardo Buontalenti 
and, after his death in 1608, Matteo Nigetti.454   Vasari the Younger praised Don 
Giovanni's plan for the chapel for the way that "he has laid it out and divided it 
up in such a way that one can see everything at a glance, both as regards the 
walls, where he makes niches with statues, and in the small tribunes at the sides, 
where the smaller tombs stand."  Vasari's written description from the early 
Seicento reflects the experience of the modern-day visitor, who is optically 
overwhelmed by the chapel's extensive ornamentation, which, as Vasari 
observed, strikes the viewer's eye in a veritable decorative explosion.  The 
original plan for the decoration of the dome called for the entire expanse to be 
                                                          
451 Ludovico Cardi, known as Cigoli. 
452 Nephew of the architect of the Uffizi. 
453 Chappell, 580. 
454 Given his long tenure overseeing the Cappella project, Nigetti is often described as its 
architect.  In reality the exact nature of changes made to the original design by Buontalenti, 
Nigetti, and even possibly by Giovanni de' Medici himself remain undated and of unclear 
authorship.   
271 
 
 
 
covered in lapis lazuli veneers,455 the extraordinary expense of which no doubt 
ensured that it would not be completed to such specifications.   Present-day 
visitors to the chapel will note that the dome was completed in 1828 with the 
addition of Neoclassical frescoes of biblical subjects by Pietro Benvenuti (Figure 
4.5)456  The project for the chapel was in fact so ambitious that it was not fully 
completed until the 20th century, when the inlaid floor was finally installed in 
1962 (Figure 4.6.)457  Although designs for a commesso, or inlaid marble, altar were 
proposed during the initial design stages for the chapel, this project languished 
and remained incomplete until a Renaissance-style altar was installed in 1932.458  
While waxing and waning enthusiasm for the project presumably contributed to 
its delayed completion, the extreme technical, financial, and material difficulties 
of the project make its even partial completion within a 40-year period in the 
Seicento an impressive feat of organization and expenditure.  
 From the beginning, the artistic challenge of decorating an entire chapel 
with the expensive and technically difficult art of commesso was immense.  This 
decorative technique, which increasingly became associated with the city of 
Florence in the early modern period, in part due to the fame of the Cappella, 
requires that artisans cut and fit together individual pieces of hardstones, pietre 
                                                          
455 Cesati, 108. 
456 Renzo Chiarelli, San Lorenzo and the Medici Chapels (Firenze: Becocci Editore, 1971), 30. 
457 Ibid., 9. 
458 Ibid. 
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dure, like a mosaic.  Not only does this process require an advanced level of 
technical skill and an abundance of patience, but the materials themselves were 
expensive and often rare.459  For example, the most delicate commesso panels in 
the chapel, illustrating the insignia of cities governed by the Tuscan state, include 
jasper, quartz, lapis, alabaster, coral, and mother of pearl, among many other 
stones (Figure 4.7.)  Even to the untrained eye, these intricate and precise stone 
mosaics speak to the many sets of skilled, patient hands that produced them.  
Rarely working alone, commesso artists either cut individual pieces separately or 
worked on small sections of the finished piece using foot-powered cutting tools 
(Figures 4.8-4.9.)  To streamline the work of the unprecedented number of 
commesso artists required for the project, in 1588 Ferdinando created a new 
granducal workshop, the Opificio delle Pietre Dure (OPD.)  With their 
workshops centrally located  along the west second floor corridor of the recently 
created Galleria degli Uffizi,460 the granducal artisans were coordinated by the 
institution's first director, the Dutch goldsmith Jacopo Bylivelt.  This institution 
remains in existence today and at nearly 430 years old remains a highly regarded 
art conservation workshop.461  Although construction of the chapel began in 
                                                          
459 For more on the process of commesso, see Annamaria Giusti, L'arte delle pietre dure: da Firenze 
all'Europa (Firenze: Le Lettere, 2005), and Annamaria Giusti and Fabio Barry, Pietre Dure: The Art 
of Semiprecious Stonework (Los Angeles: Getty Publications, 2006.) 
460 Across the courtyard from the Galleria degli Uffizi, which occupied the building's eastern 
wing. 
461 For more on the OPD's institutional history, see Annamaria Giusti, Il Museo dell'Opificio delle 
Pietre Dure a Firenze: Capolavori (Livorno: Sillabe, 1996.) 
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1604,462 the installation of the pietre dure did not commence until 1613.463  These 
dates give an indication of the colossal scale of the project, as it took nearly a 
decade for the new pietre dure workshop to prepare enough of the hardstones 
even to begin the process of decorating the interior.  Installation of the marble 
veneering of the walls continued well into the 18th century.464  
 The newly-created commesso workshop was tasked with producing nearly 
all decorative elements of the chapel.  Commesso panels running along the base of 
the walls alternate between decorative vases and tombs that replicate the 
granducal sarcophagi in miniature (Figures 4.10-4.11.)  Commesso coats of arms 
representing sixteen Tuscan cities under Florentine control, including Siena, 
Grosseto, Borgo San Sepolcro, and Siena, among others, decorate the dado, 
reminding viewers of the expanse of the Florentine state headed by the grand 
duke (Figures 4.12-4.13.)  The inlaid floor, itself a modern commesso masterpiece, 
prominently displays the Medici palle (Figure 4.6 and 4.14)465  The six large 
sarcophagi are made of porphyry and grey granite, stones known for their 
                                                          
462 There remains some disagreement among scholars regarding the exact date that the 
cornerstone for the chapel was laid.  Pope-Hennessy states it as January 10, 1604 [John Pope-
Hennessy, Italian High Renaissance and Baroque Sculpture (New York: Phaidon, 1963), 93], whereas 
Franco Cesati dates it to April 6 of the same year, with Ferdinando himself laying the stone 
(Cesati, 107.) 
463 Pope-Hennessy, 93. 
464 Chiarelli, 9. 
465 Although completed in modern times, the floor was installed according to early Baroque 
designs.  Given the prominence of the Medici insignia across Florence, including upon 
pavements such as at the churches of the Ognissanti and San Filippo Neri, and the clear dynastic 
import of the chapel, we can assume that original designs for the Cappella's floor included the 
Medici palle. 
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hardness and subsequent difficulty to work, and were decorated with inlaid 
stone paneling; on top of each, a granducal crown rests on a painted cushion 
(Figures 4.3, 4.4, and 4.15.)   
 The sarcophagi remain empty.  The granducal bodies themselves are 
buried, along with those of their wives and children, below in the crypt, 
designed by Buontalenti.  Renzo Chiarelli, former curator of the Medici chapels, 
notes that the low-slung arches of the crypt, which are supported by powerfully 
squat pilasters, appear almost as if crushed by the enormous weight of the 
encrusted chapel above.466  Within the crypt are buried the physical remains of 
the Medici grand dukes, as well as some of the Lorraine rulers who succeeded 
the Medici as rulers of Florence.  The graves are marked with simple rectangular 
stones set into floor, carved with succinct Latin identifications (Figure 4.16.)   
These simple marble slabs marking the actual gravesites serve as foils to the 
oversized, elaborate, but empty, sarcophagi above.   
  In bringing together the bodies of the Medici grand dukes, the chapel's 
designers sought not merely to co-locate the bodies but to invoke earlier Medici 
tombs and their associated fame.  The design for over-large portrait statues of the 
grand dukes above each of the sarcophagi echoes the arrangement of 
Michelangelo’s New Sacristy, directly adjacent at San Lorenzo (Figure 4.17.)   
Reflecting the earlier chapel's arrangement and surpassing it in scale and 
                                                          
466 Chiarelli, 27. 
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expense, the Cappella both capitalizes on the fame of Michelangelo and seeks to 
outstrip his late masterwork.467   That Michelangelo, in the early seventeenth 
century, remained arguably the most celebrated artist in memory and 
fundamentally associated with the Medici family ─ despite his shifting personal 
allegiance away from the family towards pro-republican causes over the course 
of his life ─ naturally bolstered the dynasty's cultural authority, no doubt driving 
the design of the granducal tombs.  Architecturally, the Cappella dei Principi 
utilizes one of Michelangelo's major innovations at the New Sacristy, the 
addition of an intermediate story between the entrance level and the dome.468  
While the tomb design was most likely influenced by the adjacent New Sacristy, 
only two of the statues intended for the Cappella dei Principi were in fact 
completed, those of Ferdinando I and Cosimo II, between 1631 and 1642 by 
Pietro Tacca with assistance from his son Ferdinando.469  Described as "colossi" in 
contemporary documents,470 these 15-foot tall bronzes speak to the ambition and 
extraordinary cost of the Cappella project.     
 The scale of these statues reflects contemporary commissions by 
                                                          
467 For more on the innovative architecture of Michelangelo's New Sacristy, see Cammy Brothers, 
Michelangelo, Drawing, and the Invention of Architecture (New Haven: Yale University Press, 2008), 
153-161. 
468 James Ackerman, The Architecture of Michelangelo (Chicago: University of Chicago Press, 1986), 
75.  For more on Michelangelo's work at San Lorenzo, see William Wallace, Michelangelo at San 
Lorenzo: The Genius as Entrepreneur (New York: Cambridge University Press, 1994.) 
469 Langedijk, The Portraits of the Medici, 576.  The Cappella dei Principi features sarcophagi 
honoring Grand Dukes Cosimo I, Francesco I, Ferdinando I, Cosimo II, Ferdinado II, and Cosimo 
III.  The actual bodies buried beneath in the crypt number into the dozens. 
470 Ibid. 
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Ferdinando, such as the two large equestrian statues that he commissioned from 
Giambologna, one of himself in the Piazza Santissima Annunziata and one of his 
father Cosimo, installed alongside the Palazzo Vecchio in the Piazza della 
Signora (Figure 4.18.)471  During his rule as Grand Duke, Ferdinando revived the 
preference for colossal statuary, which James Holderbaum interprets as evidence 
of the third Grand Duke's role as "the most unflagging dynast of his family."472  
Certainly the ambitious scale of the Cappella project was reflected in his 
commissioned equestrian sculptures; that of Cosimo I in the Piazza della Signoria 
was the largest bronze ever attempted in Florence at the time.473  Giambologna's 
work on this equestrian portrait in particular consciously emulates the most 
famous equestrian monument, the ancient Roman statue of Marcus Aurelius, 
which had remained on display in Rome throughout the medieval and 
Renaissance periods (Figure 4.19.)  The liveliness of the horse and the intense but 
far-off gaze of the ruler strongly suggest an intentional allusion to the imperial 
Roman monument, allowing the artist to modernize, as it were, one of the best 
known monuments of antiquity.  Undoubtedly of greater importance to the 
granducal patron was the political authority that accompanied the artist's 
borrowing of the spirit of the Marcus Aurelius.  On the whole, Ferdinando's 
                                                          
471 Langedijk, The Portraits of the Medici, 579.  The equestrian statue of Ferdinando was designed 
by Giambologna and cast by Pietro Tacca, his primary assistant. 
472 Holderbaum, 176. 
473 Ibid., 183. 
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public commissions far more overtly embraced the political than did the 
ambivalently personal-political spaces of his predecessor Francesco, while still 
embracing the authoritative use of cultural forms, most evident in the Cappella 
dei Principi. 
 While the grand dynastic vision of the Cappella remains visible even in its 
final form, the incompleteness of the project reflects the political reality that 
Ferdinando's ambition faced as the position of Florence and the Medici family 
began to change as the Cinquecento came to an end.  Although still a wealthy 
and culturally important court, Medici influence in the geopolitical realm 
increasingly waned, peaking briefly in 1600 with Ferdinando's arrangement of 
the marriage between his niece Maria to Henry IV of France.  Mary 
Hollingsworth described Ferdinando's court as "incorrigibly provincial," 
reflecting Florence's relegation to secondary status.474  The Cappella visually 
manifests the unfulfilled dream of continued Medici glory.  Although the 
designers of the Cappella tombs intended each niche to be filled, the fact that the 
majority of the works did not come to fruition means that visitors to the chapel 
experience most of the niches as empty.  While the exact audience for the 
Cappella remains unclear, a few assumptions seem safe.  It seems likely that 
distinguished visitors to Florence, such as ambassadors and other outstanding 
guests, would have been taken to see the chapel, especially given its fame as a 
                                                          
474 Hollingsworth, 278. 
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gloriously decorated landmark.  The Ferrarese agent Ridolfo Conegrano reported 
that during the visit of Karl, Archduke of Austria (brother of Joanna of Austria, 
Francesco's wife) in April 1569, "They went to Mass at San Lorenzo, but first they 
took him to visit the chapel that Michelangelo had made, with those beautiful 
statues, holy relics, the library, and all the things that should be visited in that 
church."475  With the splendors of San Lorenzo part of the visiting dignitary 
tourist itinerary in 1569, it seems likely that similar visits continued, now 
including the new chapel under construction.  One can easily imagine 
Ferdinando and later grand dukes wishing to showcase the extraordinary skill 
and cost of the chapel, in close proximity to the New Sacristy, with 
Michelangelo's famous reclining sculptures and its own collection of illustrious 
Medici burials.  Visitors viewing the empty niches of the Cappella dei Principi 
would thus likely have Michelangelo's model freshly in their mind.  This mental 
image would strengthen the connection between the Cappella dei Principi's 
design and that of the most famous Renaissance artist, as the tombs in the chapel 
not only play upon Michelangelo's model of a powerful full-length portrait 
sculpture within a deep niche, but, in their final unfinished state, also feature the 
empty niches flanking the central bay employed by Michelangelo in his Medici 
tombs.  Reflecting Michelangelo's Renaissance model in the form of the ducal 
tombs, the Cappella dei Principi's tombs tapped into the association between 
                                                          
475 Murphy, 190, citing Archivio di Stato di Modena, Ambasciatori a Firenze, 22. April 27, 1569. 
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funerary wall monuments and authority, earthly and spiritual, drawn from 
antiquity.  James Ackerman notes that wall monuments constructed of a system 
of architectural niches had been associated since antiquity with apotheosis, 
making them the prerogative of rulers and deities.476  This meaning no doubt 
made the wall tomb format equally attractive to Michelangelo as to the designers 
of the Cappella dei Principi.   
 Mental comparison with the New Sacristy would, of course, also make the 
lack of portrait sculptures in the majority of the chapel's granducal tombs all the 
more noticeable, as viewers recalled Michelangelo's powerful allegorical 
portraits of Lorenzo di Piero de' Medici and Giuliano di Lorenzo de' Medici, 
standing in sharp contrast to the empty niches.  The ambitious plan for these 
huge bronzes may have been their downfall, as money appears not to have 
materialized to pay for their casting and later grand dukes chose not to complete 
the sculptural project.  One cannot help but wonder if visitors to the Cappella dei 
Principi interpreted  the empty  niches as evidence of a lack of funds, even as the 
rest of the chapel's decorations attested to the financial might of the dynasty.   
 While its architects appear to have drawn inspiration for the 
organizational structure of the chapel's tombs from Michelangelo's earlier work 
at the complex, in many ways the Cappella dei Principi marks a distinct aesthetic 
                                                          
476 Ackerman, The Architecture of Michelangelo, 80.  The wall tomb also constituted the most 
common form of tomb monuments in Quattrocento Italy. 
280 
 
 
 
departure from the earlier models offered by San Lorenzo, emphasizing 
sensuality over the more intellectual beauty of the Old and New Sacristy (Figure 
4.20.)  While one can read this shift in what constituted the beautiful as an 
example of the traditional narrative of the Baroque sensibility turning away from 
the Renaissance's cool rationalism towards the ornamental, the very different 
emotional atmospheres of the spaces designed by Brunelleschi, Michelangelo, 
and the triad of architects who worked on the Cappella dei Principi reflect the 
17th century granducal goal of overtly proclaiming Medici dominance, a far cry 
from the political environment in which Cosimo il Vecchio and other earlier 
generations of Medici potentates operated.  This aesthetic shift, from austere, 
mathematically-driven harmonies to a visual style emphasizing sheer quantity as 
much as craftsmanship, reflects the changing political reality of Medici influence 
in Florence.  No longer forced to remain behind the scenes, hidden behind a 
facade of republicanism, the granducal Medici were able to and in some ways 
expected to assert their political authority through grandiose gesture rather than 
through the display of erudite humanism and patronage.  The sharp difference in 
emotional tenor between the early Renaissance spaces of San Lorenzo, with their 
serenity and visual logic, and the Cappella dei Principi's visual theatrics embody 
both this changed environment and the increasing urgency that assertions of 
power held for the grand dukes.  While visually splendid, the extreme opulence 
of the chapel can be read as an exaggerated proclamation of power by a dynasty 
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that remained culturally relevant but was becoming increasingly inferior in the 
political and military arenas.   The chapel served as a shrine not only to the 
individual grand dukes symbolically buried within it, but more generally, and 
more importantly, as a monument to the Medici as a granducal dynasty.  That 
this monument appeared when the dynasty's star was in its long, slow descent 
reflects the Cappella dei Principi's construction at a time when proclamations of 
Medici authority gained a new necessity and even urgency. 
 Another possible influence on the design of the chapel comes from the 
recently built Tribuna of the Uffizi.  The showroom of the Uffizi's collection, the 
Tribuna remains an appropriate source given its function as a site of collecting, 
the authoritative association of which the Cappella dei Principi plays upon.  Just 
as the Tribuna displayed the most famous ancient statues and highly worked 
objects of wonder from the collection displayed at the Uffizi, the Cappella dei 
Principi displayed two collections: the granducal bodies themselves, brought 
together as corporeal testament to dynastic strength, and the specimens of rare 
and durable hardstones decorating the commesso-covered walls.  As will be seen 
when this chapter takes up museological choices in Mantua, the act of collecting 
emulates earlier collecting and display practices that conveyed authority.  The 
chapel's collections, especially the hardstones, employ similar assertions of 
wealth, reach, and the privileged ability to collect that asserted political power in 
Francesco's studiolo and Uffizi Gallery.  In plan, both the cappella and the Tribuna 
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are octagonal spaces surmounted with domes, a shape that some scholars have 
interpreted as drawn from the Tower of the Winds in the Roman forum in 
Athens.477  While the direct influence of this ancient Roman structure remains 
unsubstantiated and not directly visually apparent, the common use of the 
octagonal structure in the Tribuna and the Cappella, large projects begun within 
25 years of each other, seems unlikely to be coincidental.  The Tribuna, which 
served as the showpiece gallery within the Uffizi, displaying the most delightful 
and precious objects from the Medici collection, represented a powerful model of 
a site of lavish display for a collection.  It is likely that the opulent decoration of 
the Tribuna, with its commesso floor and dome encrusted with mother-of-pearl 
shells (Figures 3.45 and 3.41), also partially inspired the extensive use of precious 
materials in the Cappella dei Principi.478  While not as expensive in raw monetary 
value as the stone veneers, mother-of-pearl remained a rare and valued material, 
requiring great time and effort to harvest the shellfish from which it derives and 
to select and fashion the raw material into regular specimens suitable for interior 
decoration.  With its iridescent and gleaming surface, common origin, and very 
name, mother of pearl connotes the transformative processes fundamental to the 
creation of pearls, where a grain of lowly sand evolves, through nature's creative 
powers, into a precious, beautiful object.  This process of creation inherently 
                                                          
477 Berti, introduction, 4. 
478 I am grateful to Liana di Girolamo Cheney for suggesting a possible relationship between the 
mother of pearl decoration in the Tribuna and the hardstones of the Cappella dei Principi. 
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based in transformation reflects the Tribuna's function as a gallery for the display 
of objects of wonder, many of which were created through their own processes of 
transformation.  The decoration of the entire interior of the Tribuna's dome in 
this expensive, labor-intensive, and ethereal material was aesthetically and 
financially impressive.  The mother-of-pearl of the Tribuna thus served as a kind 
of forerunner to the hardstone decorations of the Cappella, which communicate 
power through similar elements of rarity, expense, and the technical difficulty 
required to work its materials. 
 
Pietre Dure: Materials and Meaning 
 Just as the Tribuna's mother of pearl decorations reflected Francesco's love 
of natural processes of transformation, the Cappella dei Principi communicates 
the bulk of its political messages through the very materials of which it is 
constructed.  However, the Cappella's extensive use of hardstone veneers takes 
the relationship between materials and meaning to a new level.  Far more so than 
in any of Francesco's commissions explored in this dissertation, within the 
Cappella dei Principi, materiality matters.  Marvin Trachtenberg observed that 
Renaissance patrons, artists, and viewers were "ideologically sensitive to 
building materials, which were employed proactively as an architectural sign 
284 
 
 
 
that functioned in dialectical terms of identity and difference."479  The pietre dure 
covering the Cappella dei Principi not only asserts wealth but does so in a 
particularly Florentine medium, emphasizing the city's (and, by extension, the 
Medici who ruled the city) ability to procure and work nature's complex 
materials into a refined art form.  That the hardstones and marbles decorating the 
chapel are themselves physically ponderous materials, heavy, resilient, and 
impervious to damage, is meaningful in and of itself, even before crafted by 
Florentine hands.480  The materiality of the chapel's decoration symbolically 
conveys the stability of the dynasty.  The visually weighty marbles, primarily in 
subdued tones reflecting the chapel’s funerary function, convey the strength and 
permanence of the dynasty, which at this point had controlled Florentine politics 
for over two centuries. The overwhelming use of expensive marbles in the 
difficult technique of commesso asserts the financial means of the Medici in no 
uncertain terms, while aligning the ruling family with an artistic technique 
increasingly known as a Florentine specialty.  Then, just as much as now, the 
Medici name was virtually synonymous with the city of Florence, and the grand 
dukes had no desire for that association to waver. 
 While not a common decorative approach, the use of multicolored stones 
                                                          
479 Marvin Trachtenberg, "Building and Writing S. Lorenzo in Florence: Architect, Biographer, 
Patron, and Prior," Art Bulletin, vol. 97, no. 2 (June 2015): 166. 
480 For more on issues of Renaissance materiality in architecture, see Michael Waters, "Materials, 
Materiality, and Spolia in Italian Renaissance Architecture" (PhD diss., Institute of Fine Arts, New 
York University, 2015.) 
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as a predominantly non-figurative decorative program did have precedents, 
some of which carried significant associations that the designers of the Cappella 
dei Principi likely desired to tap into.  In terms of the most recent models for a 
princely chapel decorated with hardstones, the chapel associated with Renée of 
France, sister of François I, in the Castello Estense, Ferrara, constructed in the 
1590s, may have offered an attractive model, if one on a drastically smaller scale 
than the cappella at San Lorenzo (Figure 4.21.)  Here, as at the Cappella dei 
Principi, the intricate and varied coloring and veining of the marbles, set into 
niches and wall panels in geometric designs, constituted the majority of the 
space's decoration (with ceiling frescoes of the Four Evangelists completing the 
program.)481  The small chapel's altar even lacks a representational altarpiece, 
with the natural variation of the marbles communicating God's creative power 
through natural specimens (Figure 4.22.)482  Although most likely used for a more 
private purpose than the Cappella dei Principi due to its small size, the chapel at 
the Castello Estense established a precedent for a princely chapel decorated 
primarily with expensive and rare marbles.  Although not as visually varied, the 
                                                          
481 For more on Renee of France's chapel, see Marco Borrella, Il Castello Estense di Ferrara (Milan: 
Electa, 1990), 63; Giulio Ringhini and Angelo Bargellesi Severi, Il Castello di Ferrara (Ferrara: Banco 
di Credito Agrario di Ferrara, 1971), 60; and Giuliana Marcolini, "Da Renata ad Alfonso: Scambio 
di 'testimone' per la 'Cappella ducale' nel Castello Estense di Ferrara," in Dall' anticità a Caravaggio 
(2001): 229-234.  Marcolini's archival research dates the chapel to the 1590s, a much later date than 
previously thought.  She believes that the chapel was constructed for Renee's son Duke Alfonso 
II.  If this date is accurate, the chapel could not have been for Renee, who died in 1575. 
482 For more on the theological interpretation of decorative stonework in sacred art, see Ch. 10, 
"The Most Abstract Altarpiece of the Italian Renaissance" in Alexander Nagel's The Controversy of 
Renaissance Art (Chicago: University of Chicago Press, 2011.)   
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Cappella del Perdono in Urbino's Palazzo Ducale, designed by Francesco di 
Giorgio for Federigo da Montefeltro in 1483, carried similar meanings of a 
princely chapel decorated only with stones (Figure 4.23.)483  The late 15th century 
revival of the use of multicolored marbles in Venice, at sites such as the Palazzo 
Ducale, Santa Maria dei Miracoli (Figure 4.24), the facade of the Scuola di San 
Marco, and the chapel of Domenico di Piero at the Carità, also employed stones 
such as porphyry and serpentine to create visually intricate and expensive 
decorative designs.  Alexander Nagel observes that "period responses show that 
this mode of ornament carried distinctly antique associations,"484 suggesting 
another visual tradition associated with the demonstration of authority from 
which the designers of the Cappella dei Principi may have drawn.  As a chapel 
combined with a site of collecting, the Cappella dei Principi follows the high altar 
and pulpit of Vicenza's cathedral (Figure 4.25), designed and constructed 1534-41 
by Girolamo Pittoni and Giacomo da Porlezza, which was decorated with non-
figurative stones drawn from the collection of the altar's patron, the noted 
                                                          
483 The stonework was executed by Ambrogio Barocci.  For more on the Cappella del Perdono, see 
Giacomo de Zoppi, "La Cappella del Perdono e Tempietto delle Muse nel Palazzo Ducale di 
Urbino; Analisi e Proposta d'Attribuazione a Francesco di Giorgio Martini," Annali di 
Architecttura, no. 16 (2004): 9-24; Claudia Wedepohl, "La devozione di un principe umanista: 
Cappella del Perdono e Tempietto delle Muse nel Palazzo Ducale di Urbino," in Il sacro nel 
Rinascimento: Atti del XII convegno internazionale: Chianciano-Pienza, 17-20 luglio 2000.  ed. Luisa 
Rotondi Secchi Tarugi (Florence: Cesati, 2002); Howard Burns, "'Restaurator delle Ryne Antiche': 
Tradizione e studio dell'antico nell'atività di Francesco di Giorgio," in Francesco di Giorgio 
Architetto. eds. Francesco Paolo Fiore and Manfredo Tafuri (Milan: Electa, 1993); and Pasquale 
Rotondi, The Ducal Palace of Urbino: Its Architecture and Decorations (London: Tiranti, 1969), 85-91. 
484 Nagel, 265. 
287 
 
 
 
collector Aurelio dall'Acqua.485  Not only does this sacred structure mirror the 
chapel at San Lorenzo in its broadcasting of the patron's collecting habits, but, 
with its stone decoration, in Nagel's words, "insistent, even overwhelming,"486 it 
anticipates the visual noise and impact made by variegated and multicolored 
marbles to create an immediately powerful visual effect upon the viewer.  A final 
model for the Cappella in its intended form, as a kind of massive and splendid 
reliquary for the Holy Sepulchre, is the altar commissioned in 1501 by Graziani 
Garzadori in Santa Corona in Vicenza (Figure 4.26), which features stones and 
pagan statues brought back from the Holy Land as relics from the patron's 
pilgrimage.487  While Ferdinando did not travel to Jerusalem, his plan to relocate 
the Holy Sepulchre to the Cappella dei Principi elevates Garzadori's innovation 
of the relic as part of the altar design to an entirely new degree of ambition.488  
The Cappella's designers built upon multiple traditions for the visual assertion of 
authority, whether temporal, as in the evocation of antiquity through 
multicolored marbles, or spiritual, as in the use of relics as building materials, to 
assert Medici political authority, especially potent at the traditional family 
church of San Lorenzo. 
The Cappella speaks to Medici authority through a two-fold use of 
                                                          
485 Nagel, 269. 
486 Ibid., 268. 
487 Ibid., 283. 
488 Chappell, 580.  The project to bring the Holy Sepulchre was announced in August 1604 and 
including a preliminary agreement made with the Ottoman government then occupying the Holy 
Land.  Details of this project remain murky as greater archival documentation is required. 
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collecting.  Not only are the granducal bodies brought together and presented to 
the viewer as a collection, but the chapel's commesso decorations, featuring a wide 
variety of the most exotic , beautiful, and rare marbles and hardstones, can be 
viewed not only as aesthetic adornment but as a collection of natural specimens 
in their own right.  Today a visitor to the Museo Opificio delle Pietre Dure can 
view cases displaying specimens of over 550 different stones, examples of the 
workshop's enormous reserves of stones.489  The breadth of this sample of the 
remaining reserves, which covers the entire wall of a large room of the OPD's 
museum, speaks to the scale of the shop's acquisition of precious stones over the 
centuries.  For such a large selection to remain in the modern age, one can hardly 
imagine the vast quantities of stone that must have poured into the shop during 
the height of its commesso production in the seventeenth century.490   
The voracious collection of stones testifies not only to the scale of the 
Cappella dei Principi project and to the demand for Florentine mosaic in the 
Seicento, but also to the early modern interest in rare and marvelous objects that 
so strongly informed Francesco's collecting practices.  The very names of the 
stones reflect their often far-flung origins: malachite di Siberia, lapislazzulo di Persia, 
agata orientale.  The rareness of these stones, which directly translates into cost, is 
                                                          
489 The laboratory of pietre dure (Florence: Opificio delle Pietre Dure, n.d.) Museum exhibit label.  
490 Period interest in hardstones was so strong that in 1597, the Dominican monk Agostino del 
Riccio published Istoria delle Pietre, a compendium of known stone varieties documenting their 
natural locations and works of art in which they featured.  See Agostino del Riccio, Istoria delle 
Pietre. eds. Raniero Gnoli and Attilia Sironi (Torino: Umberto Allemandi, 1996.)  Giorgio Vasari 
also records in the Preface to his Lives locations where the best stones can be found. 
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multiplied by the difficulty and commensurate expense of their transport from 
these locales back to Florence.  The diplomatic ties necessary to transport large 
amounts of these heavy and cumbersome stones from as far away as Siberia 
attest to Medici connections across the known world.  Other stones reflect origins 
closer to home, such as agata di Siena and diaspro di Volterra.  Like the coats of 
arms decorating the chapel, themselves made of the same stones, the names and 
provenance of these materials restate the scope of the Tuscan state, which 
controlled both of the above-mentioned towns as well as others which produced 
decorative stones used by the OPD.  The invocation of Florence's domination of 
Siena was particularly pointed; the only town to strongly resist Cosimo I's 
expansion in the early sixteenth century, the Sienese effort to maintain 
independence ultimately failed in 1555 and Florence's victory was widely 
celebrated by the Medici (who even went so far as to affix Medici palle on the 
Sienese city walls, which to the locals surely must have felt like salt rubbed into 
their wounds.)491  The Florentine victory over Siena was also immortalized in 
Giorgio Vasari's decorations of the Salone dei Cinquecento in the Palazzo 
                                                          
491 Florence's control of Siena was codified with the Treaty of Cateau-Cambrésis, which ended 
conflict between the opposing Valois and Habsburg houses.  That Florence's borders were taken 
up in a such a context reflects the fact that the Habsburgs dominated political life on the Italian 
peninsula, to such a degree that Emperor Charles V was called the "Duke of Italy" by one 
Florentine chronicler in the 1540s.  David Rosenthal, Kings of the Street: Power Community and 
Ritual in Renaissance Florence (Turnhout: Brepols, 2015), 74.  Rosenthal's book, in which he seeks to 
assign agency beyond Medici cultural politics, focusing on Florence's potenze, plebian brigades 
responsible for public Carnival performances, offers one of the few studies of non-elite society in 
the granducal period.   
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Vecchio, reminding all visitors to the governmental palace of both Florence's 
military hegemony and their intolerance for rebellion.  Even a century later, the 
reminder of Siena's defeat in the Medici monument of the Cappella would 
certainly have functioned as an overt allusion to Florence's military might, an 
invocation of the city's complete dominance of Siena, a city that, before Medici 
incursions, challenged Florence for prominence in the Tuscan region.  A 
seventeenth-century viewer would know well how that story ended. 
Many of the stones, especially the various types of quartz and jasper, 
reflect the process of their natural creation in their final appearance, with striated 
bands, whorls, and pebbled aggregations that attest to the natural forces that 
worked on them over the millennia.  The themes of Francesco's studiolo, that of 
nature (and God's) infinite creativity and man's refinement of nature's beautiful 
raw materials, carries through to this aspect of the Cappella dei Principi.  
Albertus Magnus, whose De Mineralibus was read widely in the Renaissance 
period,492 interpreted unusual stones as evidence of the diversity of nature in 
flux, infused with divine power.  His descriptions reflect the multiple 
associations at play in the Cappella, coupling a relatively advanced scientific 
understanding of the production of hardstones through the interaction of natural 
forces (in his eyes, predominantly heat, cold, and water) and a magical belief in 
                                                          
492 Nagel, 270.  Books I-III of De Mineralibus deal with stones; the rest of the text addresses metals 
and "intermediates," which fit into neither category. 
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stones' divine powers, which he believed diminished as the specimens were 
moved away from their places of origin.493  This combination of earthly and 
spiritual meanings, present in the individual stone specimens on a micro level, 
reflect the joined assertions of political power and spiritual privilege and access 
of the chapel project in its entirety. 
While the chapel's decorations dazzle as a whole, the individual stones 
that make up the commesso panels reward viewers who pause to observe closely 
their individual and distinct patterning.  This effect is similar to that of 
Francesco's studiolo, which created an immediate impression of luxury as a small 
space completely covered in decorations.  Closer looking revealed the wondrous 
and exotic objects concealed behind each painted cabinet door, objects that 
delighted and educated Francesco just as much as did the studiolo's painted 
programme.  The design of the Cappella dei Principi similarly works to impress 
viewers through the overwhelming visual power of the project as a whole and 
through the natural beauty, exoticism, and sheer expense of the individual stones 
themselves.  That the stones themselves display the transformative processes 
through which they were created, compressed and shaped over an unimaginable 
period of time, adds to their appeal and links to the element of wonder present in 
Francesco's display spaces (Figure 4.27.)  One cannot help but imagine how 
much Francesco would have enjoyed inspecting the individual stones that form 
                                                          
493 Nagel, 271. 
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the Cappella had it been constructed during his lifetime 
 
Collected Bodies ─ Politics at San Lorenzo 
Like the Uffizi galleria, the Cappella dei Principi, as a quasi-tourist site 
guaranteed to be on the itinerary of any visiting person of importance, embraced 
Francesco's use of cultural sites to communicate political authority.   While 
continuing the tradition solidified by Francesco's museum of asserting the right 
to rule through the display of a collection, utilizing the attractive soft power of 
art, the Cappella abandons the idea that cultural forms can camouflage to a 
degree the political assertions of such spaces, central to Francesco's strategy of 
multivalence.  Ferdinando envisioned the chapel as a monument to the eternal 
nature of the Medici dynasty, implying both power and longevity.  His overt 
ambition for the Cappella is reflected in the very language used to describe the 
commission.  While today the structure is known as the Cappella dei Principi 
("Chapel of the Princes"), documents from the period of its construction do not 
agree on a fixed name for the project.  A 1742 copy of the chapel's foundation 
document describes the structure simply as a "temple" (tempio),494 although the 
copyist does note that the inscription relates to the "Cappella dei Principi," 
indicating that the modern name of the space was in use by the mid-eighteenth 
century.  The most frequent appellation is that of simply "la Cappella di San 
                                                          
494 ASF, MM, filza 7, insert 4, 4-5. 
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Lorenzo,"495 in which the chapel is identified by its location at the Medici family 
church.  It is also referred to as the "Cappella Maggiore,"496 indicating its physical 
superiority at San Lorenzo and location directly behind the high altar of the 
church, although divided from the nave by a solid wall (Figure 4.28.)  Other 
documents, such as an inventory of 1605-9, from relatively early in the chapel's 
construction, refer to it as "la Real Cappella."497  Writing in the second half of the 
Seicento, the biographer Filippo Baldinucci calls it "la Cappella Regia," again 
emphasizing its royal status.498   
While such nomenclature initially seems appropriate and unremarkable 
given the chapel's function as a site to inter granducal bodies, the Medici family 
was never granted a royal title.  While Cosimo is believed to have pursued royal 
ambitions, the rank of grand duke remained as high as any Medici would 
achieve in the secular realm.499  Although the title of grand duke, which Pope 
Pius V granted to Cosimo and his descendents in 1569, elevated the Medici to the 
highest rank in Italy, they remained below the level of kings.  The Medici were in 
fact the first rulers officially given the title of grand duke, a satisfactory solution 
                                                          
495 For example, throughout ASF, GM, filza 193, from the years 1595-96, when the chapel was still 
in the design phase. 
496 For example, throughout ASF, GM, filza 134. 
497 ASF, Scrittoio delle Fortezze e Fabbriche, 92, 188 recto. 
498 Pope-Hennessy, 94.  It should be noted that Baldinucci served as bookkeeper and later curator 
of the granducal collections under the Medici Grand Dukes Ferdinando II and Cosimo III, who 
are both commemorated in the Cappella dei Principi.  Baldinucci's lifelong Medici allegiance 
should be taken into consideration regarding his language. 
499 Three Medici achieved the papacy: Leo X (Giovanni de' Medici) from 1513-21, Clement VII 
(Giulio de' Medici) from 1523-24, and Leo XI (Alessandro Ottaviano de' Medici), who held the 
papal throne for only 26 days in April 1605. 
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for their status as influential but non-royal sovereigns.  As noted in Chapter 
Three, the elevation of the Medici to this new title caused consternation among 
Europe's courts, as dignitaries had to reckon with the family's newfound political 
status and reconfigure the order of precedence at court.  Simone Fortuna's 
meticulous observation of where each individual sat at table during Vincenzo 
Gonzaga's visit to Florence reflects the degree of anxiety created as the grand 
ducal position was inserted into the courtly pecking order.  Anecdotes 
recounting scuffles between Medici agents and representatives of other courts 
unwilling to acknowledge their new precedence attest to the high degree of 
importance attached to the words preceding a ruler's Christian name.  For 
example, when Francesco sent his agent Troilo Orsini to Germany, his secretary 
Bartolomeo Concino gave strict instructions "to be aware above all that if there is 
a representative of the Duke of Ferrara, you do not cede to him in any way so as 
not to prejudice the precedence that we have over that duke."500 
Given the specificity and importance afforded official titles, the linguistic 
imprecision regarding the Cappella dei Principi speaks to Ferdinando's ambition 
for both the chapel's appearance and the Medici family's place among the most 
important courts of Europe.  While there is no evidence to suggest that 
Ferdinando expected an elevation in rank to royal status, the use of the word 
"reale," or, alternately, "regia," to describe the Cappella dei Principi seems to be a 
                                                          
500 Murphy, 187, citing ASF, MdP, 6373, I. 
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case of granducal "fake it 'til you make it."  By demonstrating the family's 
enormous wealth, taste, and reach, encompassing both the connections and 
territories from which to mine the chapel's beautiful hardstones and the army of 
skilled artisans necessary to work the stones, Ferdinando communicated that the 
Medici were sub-royal in name only.  The staggering opulence of the Cappella 
proclaims that the Medici had the resources and power to match any European 
royalty.  That the Tuscan state faced increasingly depressed economic conditions 
and decreasing influence on the European political stage remained, naturally, a 
state of affairs that Ferdinando preferred to keep disguised by the dazzle and 
spectacle of the Cappella dei Principi and other ostentatious commissions, such 
as the series of equestrian statues that he placed across Florence. 
Tracing the development of the plans for the chapel emphasizes 
Ferdinando's vision of the chapel as a carrier of political meaning.  Scholars 
generally accept that the idea for a funerary chapel decorated with variegated 
marbles originated with Cosimo I.501  John Pope-Hennessy points out that this 
attribution ultimately derives from Vasari, who wrote that Cosimo planned for 
San Lorenzo "a third sacristy... all of mixed marble mosaics."502  Vasari describes 
the would-be pietre dure chapel as a grand tomb for the bodies of Cosimo and his 
parents, wife Eleonora, and children, making it a glorious monument to the first 
                                                          
501 Pope-Hennessy, 93. 
502 Quoted and translated in Ibid.  Original Italian: "una terza sagrestia... tutti di marmi mischi a 
musaico."   
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grand duke and his nuclear family that would continue the tradition of Medici 
burials at San Lorenzo.  While nothing tangible came of Cosimo's initial desire, 
the idea for the chapel as a future goal appears to have persisted during 
Francesco's reign, although, again, no concrete work or even designs for the 
chapel survive.  The one piece of evidence to suggest that Francesco kept his 
father's dream alive comes, admittedly too late for action, in his funeral oration, 
given by Lorenzo Giacomini, Bishop of Achaea.503  Although no work appears to 
have been done in preparation for the chapel, Giacomini describes the imagined 
chapel as resplendent in stones and quite similar to the appearance of the chapel 
that would be completed almost 60 years later.  According to Giacomini, 
Francesco "had resolved to erect glorious sepulchers, adorned with precious 
stones, chalcedonies, prisms, sardonyxes, agates, and jaspers of varied colors, all 
found with diligence within his own country."504   
Twenty years later, when Ferdinando revived the project, he re-
envisioned the chapel with not only Baroque decorative exuberance but an 
equally ambitious political meaning.   Rather than simply celebrating the 
glorious memory of the first grand duke, Ferdinando's chapel co-located the 
bodies of the existing grand dukes and planned ahead for the addition and 
                                                          
503 Francesco's funeral was held, naturally, at San Lorenzo. 
504 Quoted and translated in Pope-Hennessy, 93.  Original Italian: "aveva deliberato erigere 
gloriosi sepulcri, ornandoli di preziose pietre, calcedonii, prasme, sardonii, agate, e diaspri di 
variati colori, tutte da se con propria diligenza ne' suoi propri paesi ritrovate."   
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celebration of each successive generation.  Not only did Ferdinando stipulate in 
his will that he be buried in the new chapel, but he urged his successors to  
follow his example.505  Although the specifics remain murky, it also appears that 
Ferdinando, at least early on in the history of the project, also intended it to 
house the Holy Sepulchre itself, believed to be the tomb into which Jesus was 
placed after his crucifixion.506  This extraordinarily ambitious project was 
announced in August 1604 and outlined a plan to transport the Holy Sepulchre 
from Jerusalem to Florence through an agreement made with the Turks.507  
Ferdinando even commissioned Giambologna to design reliefs to send to 
Jerusalem to decorate the Holy Sepulchre during its transport to Florence,508 
marking it as Medici property.  While clearly nothing came of this proposal, its 
audacity speaks to Ferdinando's belief in the extent of Medici power to acquire 
and transport one of the most important Christian relics out of the Holy Land.  
As a plan to house his own tomb, along with those of the other Medici grand 
dukes, in a supremely blessed spiritual setting, Ferdinando's intentions place the 
Holy Sepulchre-Cappella dei Principi project in a class occupied by the most 
audacious papal tomb projects, such as that of Julius II, originally intended as a 
                                                          
505 Hollingsworth, 278. 
506 During the Renaissance, the rotunda constructed around the supposed site of Christ's burial 
was frequently emulated and invoked by Italian architects who found it a powerful model both 
for its religious significance and for its nature as a centralized building, an ideal but infrequently 
constructed building type in the period. 
507 Chappell, 508. 
508 Holderbaum, 176. 
298 
 
 
 
free-standing tomb sited centrally within the new St. Peter's Basilica, the center of 
Christendom.509  Not only would this action have demonstrated the far-flung 
connections of the Medici, but it would have endowed the granducal mausoleum 
with the holiest relic in western Europe, showering the dynasty with prestige 
and admiration along with spiritual blessing and challenging Rome as the de facto 
pilgrimage destination in Italy, bringing much needed business and money into 
Florence.   
Not only does the Cappella dei Principi serve as a site to collect and 
display the bodies of the founders of the grand duchy, but the chapel’s location 
within San Lorenzo brings these bodies near to those of the greatest Medici 
illustri.  By the 17th century, the church of San Lorenzo had been associated with 
the Medici for almost two hundred years, beginning around 1419 when Giovanni 
di Bicci, founder of the dynasty, funded the expansion of the original structure, a 
project overseen and generally associated with the characteristic Renaissance 
                                                          
509 For more on Michelangelo's early designs for Julius' tomb, see Michael Hirst, Michelangelo: The 
Achievement of Fame (New Haven: Yale University Press, 2011),  111-115; Charles de Tolnay, The 
Tomb of Julius II (Princeton: Princeton University Press, 1954); Hugo Chapman, Michelangelo 
Drawings: Close to the Master (London: British Museum, 2005); and Johannes Wilde, Michelangelo: 
Six Lectures (Oxford: Clarendon Press, 1978.) 
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harmony of Filippo Brunelleschi (Figure 4.29.)510  As each successive generation 
of Medici signori patronized and was subsequently interred at the complex, the 
relationship between the church and the family was quite literally cemented.  To 
name only the most famous, Lorenzo il Magnifico was buried in the New Sacristy, 
his father Piero in the Old Sacristy, and Cosimo Pater Patriae interred under the 
crossing of the basilica, symbolically supporting the structure of the church.  
Successive Medici generations also continued to shape the very fabric of the 
church itself, especially with the completion of the Biblioteca Laurenziana, 
commissioned by Pope Clement VII to house the manuscript collection of his 
adopted father, Lorenzo il Magnifico, and the New Sacristy, the burial place of 
Lorenzo, his murdered brother Giuliano, his third son Giuliano, and his 
grandson Lorenzo, Duke of Nemours.    
Medici involvement at San Lorenzo remained intentionally interlinked 
and self-referential, a kind of patronal version of Marvin Trachtenberg's concept 
of Building-in-Time, his model of "how premodern builders managed the 
                                                          
510 Cosimo il Vecchio assumed financial responsibility for the project in 1442.  For a re-analysis of 
San Lorenzo's re-construction in the Quattrocento that seeks to place the traditional narrative of 
Medici patronage and Brunelleschian genius in context with contemporary burial pressures at the 
site, see Trachtenberg, "Building and Writing S. Lorenzo in Florence."  For more on Cosimo il 
Vecchio's architectural patronage, see A. D. Fraser Jenkins, "Cosimo de' Medici's Patronage of 
Architecture and the Theory of Magnificence," Journal of the Warburg and Courtauld Institutes, vol. 
33 (1970): 162-170, and Dale Kent, Cosimo de' Medici and the Florentine Renaissance: The Patron's 
Oeuvre (New Haven: Yale University Press, 2000.) 
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problem of unity and change as well as the dispersal of agency."511  While his use 
of this concept focuses on how architects connected their designs to previous 
work at sites such as San Lorenzo and the campanile of Florence's cathedral, 
Building-in-Time, if applied to the patrons of San Lorenzo rather than to its 
designers, offers a sense of the network of relationships between the individual 
Medici projects at the complex.  Even if they do not apply in precisely their 
original usage, Trachtenberg's concepts of concatenate planning ("the chaining 
together of all design moves, linking old and new components into a dynamic 
unity") and retrosynthesis ("retroactive unification of new elements with older 
fabric")512 productively suggest how patrons and designers of subsequent Medici 
projects at San Lorenzo were actively cognizant of existing family spaces at the 
church and sought to forge links with the older interventions.  Michelangelo's 
borrowing of Brunelleschi's three-bay tomb system in the Old Sacristy's choir 
wall as the basis for his wall tombs, whose form of a sculpted sarcophagus with a 
large portrait niche above was adopted in the Cappella dei Principi, represents 
one relatively straightforward example of the chaining together of subsequent 
Medici projects at the site.   
In the 15th century, the construction of the Michelozzo-designed Palazzo 
                                                          
511 Trachtenberg, "Building and Writing S. Lorenzo in Florence," 140.  For more on this concept, 
see Trachtenberg's Building-in-Time: From Giotto to Alberti and Modern Oblivion (New Haven: Yale 
University Press, 2010.) 
512 Trachtenberg, "Building and Writing S. Lorenzo in Florence," 140.   
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Medici, abutting the north-east corner of the Piazza San Lorenzo, continued to 
mark the area as firmly Medici (Figure 4.30.)  As pre-existing houses were razed 
to create the space necessary to build the large and elegant palazzo, its great walls 
supported by heavy rusticated masonry which resolved into courses accented by 
elegant double-arched windows, the family demonstrated its ability to control 
the area both of and around the church of San Lorenzo politically, financially, 
and architecturally.  With the construction of the great Dominican monastery 
and church at San Marco, financially supported by Cosimo il Vecchio and located 
only two blocks away from San Lorenzo and the Palazzo Medici, the 
neighborhood directly north of Florence's baptistery and cathedral became in 
essence a Medici enclave.513  San Lorenzo remained at the heart of this quarter, "a 
patronal church par excellence,"514 significant not only as the first major site of 
Medici patronage in the neighborhood but additionally and perhaps more 
significantly as the chosen site for burial of nearly all of the Medici dead, 
stretching just over three centuries from the family's patriarch Giovanni di Bicci 
                                                          
513 Under Ferdinando's rule, a plan to erect a colossal figure of Marie de' Medici, newly crowned 
queen of France and daughter of Francesco I, atop a massive column reflects the further "Medici-
ification" of the Piazza San Marco.  The project was abandoned after the column cracked and the 
sculpted figure was turned into an allegorical figure of plenty and placed in the Boboli Garden.  
Holderbaum, 182. 
514 Robert Gaston, "Liturgy and Patronage in San Lorenzo, Florence, 1350-1650," in F.W. Kent and 
Patricia Simons, Patronage, Art, and Society in Renaissance Italy (New York: Oxford University 
Press, 1987), 112. 
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to the last Grand Duke, Gian Gastone.515 
Ferdinando's vision of the Cappella co-located the bodies of the existing 
grand dukes and planned ahead for the addition and celebration of each 
successive generation.  Collecting and enshrining the entire corpus of Medici 
grand dukes adjacent to those of the most famous dynastic forerunners, the 
addition of the Cappella dei Principi and its granducal bodies makes San 
Lorenzo a complete reliquary for the dynasty.   Just as Cosimo il Vecchio gave 
instructions to be buried within the subterranean structure of the church to 
symbolically convey his support, and likewise control, of the edifice, the 
granducal crypt likewise supports the Medici chapels above.  Today filled with 
dozens of burials, the crowded funereal space provides a symbolic base for the 
artistic masterworks above, many, if not most, patronized by Medici money.   
The Cappella dei Principi not only completes the set, as it were, of Medici 
bodies at San Lorenzo, but the location of the chapel within the larger complex of 
San Lorenzo places the granducal bodies in a privileged position, both socially 
and in relation to the religious function of the space.  A view of the ground plan 
of the church reveals that the chapel is located directly behind the high altar of 
the basilica.  The large chapel exists as an expanded apse end of the church, 
                                                          
515 Gian Gastone died in 1727.  A politically liberal grand duke, Gian Gastone died without a male 
heir.  While the family wanted Gian Gastone's sister, Anna Maria Luisa, the Electress Palatine, to 
rule after his death, foreign powers overruled and installed Francis Stephen of Lorraine, ushering 
in the Lorraine presence in Florence and bringing to an end the Medici rule. 
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adjacent to the high altar, the holiest part of the church structure.  Although 
divided structurally from the termination of the basilica's nave, the Cappella 
exists as a shadow apse behind the high altar, an unseen but known presence 
behind the modest cappella maggiore in which the nave terminates rather 
abruptly.   As mentioned, the Cappella dei Principi was even referred to in 
documents from the 17th century as the "Cappella Maggiore," reflecting a 
contemporary acknowledgement that even though the chapel is not visible from 
the high altar, in its location and splendid decoration, it serves as a decorated 
apse.  The Cappella's location in, or behind, the liturgical west end of the church, 
here the site of the high altar and the holiest part of the church,516 brings the 
granducal tombs close to the holy presence of the high altar.  Ferdinando's will 
requested that masses be said in the chapel each morning and penitential psalms 
performed each evening for the souls of he and his family;517 while the Cappella 
dei Principi conspicuously asserted temporal authority, the religious meaning of 
the chapel was clearly significant to Ferdinando as well.  Adjacent to San 
Lorenzo's high altar and originally intended to house the transported Holy 
Selpuchre, the space asserted religious privilege alongside its related counterpart 
of political and social status.   
This adjacency confers additional spiritual blessing upon the souls of the 
                                                          
516 San Lorenzo is a "mis-oriented" church, with its choir located in the west, rather than 
traditional east, end of the nave. 
517 Hollingsworth, 278. 
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memorialized grand dukes and conveys status of a more temporal kind.  Art 
historian Robert Gaston observes that since the construction of the basilica in the 
1420s, leading families within the parish bought chapels in the area of the 
crossing, "cluster[ing] as closely as they could to the principal liturgical focus of 
the church, the main altar."518  Gaston astutely recognizes that such efforts 
remained ultimately futile, as Cosimo il Vecchio had already secured the crossing 
itself, directly in front of the high altar, for the Medici family by planning for his 
own burial there, in "an unduplicatable location and of profound liturgical 
meaning."519  While Cosimo had already gobbled up the choicest location around 
the high altar, the continued desire for nearby chapels by other leading families 
reflects the two-fold blessings that such a location conferred: not only the 
religious grace that came of being physically near to the holiest part of the 
church, but the social standing that accompanied the ownership of a coveted, 
highly visible, and thereby expensive chapel location.  The location of the 
Cappella dei Principi within the site of San Lorenzo builds upon both of these 
associations.  Just as the early Medici benefactors colonized the area directly in 
front of the church's high altar, the large chapel celebrating the grand dukes 
expands backwards, in the only direction then available.  By symbolically 
                                                          
518 Gaston, 122.  For more on the popularity, beginning in the late Trecento, of burials near the 
sanctified spaces of churches, see Trachtenberg, "Building and Writing S. Lorenzo in Florence," 
143; Goldthwaite, Wealth and the Demand for Art in Italy 1300-1600.; and Howard Saalman, Filippo 
Brunlleschi: The Buildings (University Park, PA: Pennsylvania State University Press, 1993), 107. 
519 Gaston, 123. 
305 
 
 
 
ballooning out the modest space of the cappella maggiore, the Cappella brings the 
granducal bodies as close as possible to the high altar of the basilica and 
emphasizes Medici access to the sacramental blessings of the high altar. 
Just as the Cappella provides the interred Medici bodies special symbolic 
access to the spiritual grace of the area near the high altar, the very large dome of 
the chapel dominates the skyline of Florence as a smaller cousin of Brunelleschi's 
iconic dome of the cathedral of Santa Maria del Fiore, which became a symbol of 
the city almost from the moment of its completion in the 1430s.  The dome of the 
Cappella dei Principi, the second largest monument on the Florentine skyline, 
mirrors Brunelleschi's masterwork in its octagonal shape and use of red brick 
and visible stone ribs (Figures 4.31-4.33.)  While the Cappella does not aspire to 
the same monumental proportions of Brunelleschi's cupola, the largest 
unsupported dome in the world at the time of its construction, the Cappella's 
dome nonetheless presents itself as a smaller rival that mirrors its appearance.  
This visual challenge to the dominance of the duomo over the city's skyline 
reflects both granducal ambition and the long-standing rivalry between San 
Lorenzo and Santa Maria del Fiore.  Although the latter officially claimed 
preeminence as Florence's cathedral, since the 11th century the clergy of San 
Lorenzo had challenged the duomo for influence;520 Trachtenberg describes it as 
                                                          
520 Gaston, 111. 
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"one of the primary shrines of the city," even before Medici intervention.521  
Gaston observes that before the 14th century, San Lorenzo remained merely one 
among many parish churches in Florence with claims to an illustrious history.522  
An astute reader will make the connection between Medici patronage of the 
church beginning around this time and the emergence of San Lorenzo as a new 
religious power in the city.  San Lorenzo's challenge to the cathedral gained 
momentum from the 15th century on, when, as Gaston notes, the rivalry between 
the two churches increasingly focused on the issues of feast days and funeral 
processions.523   While Gaston speaks of funeral processions in a general sense, 
many of these funerals were in fact Medici burials, as I have outlined.  The 
increasing patronage of San Lorenzo by the Medici brought the church political 
and artistic prestige along with income, allowing it increasingly to challenge the 
cathedral for precedence within Florence's spiritual world.   
The dome of the Cappella dei Principi extended this contest into the 
seventeenth century.  It remains unclear when in the chapel's construction and 
under which architect's authority the decision was made to finish the dome with 
the red bricks so distinctive to Brunelleschi's dome.  Don Giovanni de' Medici's 
                                                          
521 Trachtenberg, "Building and Writing S. Lorenzo in Florence," 141. 
522 San Lorenzo's claim to fame being that it was consecrated in 393 by San Ambrogio, one of the 
four Doctors of the Church and the saintly bishop of Milan.  The church also maintains the bodily 
remains of three more minor holy figures, those of the martyr saint Concordia, the fourth century 
pope Saint Mark (whose remains are also claimed to be held by the basilica of San Marco in 
Rome), and the holy abbot Amato. 
523 Gaston, 112. 
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original design for the chapel featured a dome studded with exterior windows, 
more reminiscent of Michelangelo's dome for St. Peter's in Rome (Figure 4.34.)  
The choice to use red brick may have had financial motivations, much like the 
elimination of the lapis-covered interior of the dome.  The design may also have 
been changed to harmonize more fully with the local Florentine preference for 
red brick roofing.  Yet, it remains possible that the choice to complete the dome 
in a material similar to that of the duomo's famous cupola was intended as a 
direct challenge, a conscious assertion of the Medici's dominance over the city.  
More in-depth investigation of the large numbers of documents associated with 
the Cappella dei Principi's construction currently held in the ASF may yield 
greater insights into these design choices.  The visible similarities between the 
two largest domes in Florence remains more than coincidence.  Given the scope 
of granducal ambition articulated by the ostentation, scale, and sheer expense of 
the Cappella, it is difficult to imagine that the opportunity to challenge 
Brunelleschi's cupola, the great emblem of Florence, would have been 
overlooked by the chapel's architects.   
The Cappella's confluence of political authority, collecting, and arts 
patronage makes it an early Baroque distillation of the assertions of dynasty and 
status central to the cultural politics of Florence's last Renaissance ruler, 
Francesco I, who is fittingly commemorated in the chapel.  Like Francesco’s 
major commissions, the Cappella dei Principi is a magnificently decorated site of 
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display for collected objects that proclaims dynastic authority through the 
seductive attraction of culture.  The association between collecting and power, 
employed by Francesco through the display of the family’s art collection and his 
own set of rare objects, became direct in the chapel.  Rather than celebrated 
works of art or objects made of exotic materials, the grand dukes themselves, 
their very mortal remains, were now the objects collected.  This collection of 
corpses conveyed a powerful political message, as the collected remains literally 
embodied the dynasty’s claims to authority.  Ensconced within rare and 
expensive marbles, the granducal bodies attest to the longevity of the dynasty.  
Like Francesco’s studiolo, the Cappella employs the assertion of wealth and 
status, through the chapel’s magnificent decorations, to affirm the power and 
stability of the dynasty. In its location at the traditional family church of San 
Lorenzo, the Cappella reinforces the longevity of Medici rule in Florence, 
utilizing the family’s history just as Francesco did in his own claims to authority.  
Sculpted eternal flames surmounting the tombs of Ferdinando II and Cosimo III 
iconographically affirm the Medici dynasty's history and corollary future in 
Florence (Figure 4.35.)  Like Francesco’s studiolo and the Galleria degli Uffizi, the 
chapel is itself an opulent site of display for the collection of the bodies of the 
grand dukes.  Evoking the sense of wonder evident in Francesco’s studiolo and 
the impressive nature of the masterworks on display in the Galleria degli Uffizi, 
the Cappella dei Principi’s decorations intentionally dazzle the viewer, visually 
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and monetarily.    
Francesco's strategic employment of multivalent spaces of collecting that 
were at once both personal and political was both taken up and altered in 
Ferdinando's Cappella dei Principi.  The cultural associations attendant to 
collecting, such as wealth, taste, and knowledge, were still present; likewise, as a 
marvelous site that many tourists visited during their trips to Florence, the 
chapel continued to assert authority through the attraction of soft power.  
However, Ferdinando's ambitious goals for the Medici dynasty, and his more 
overt assertion of them in contrast to the more retiring style of Francesco, made 
the chapel's assertions of authority far more focused on the political, casting 
aside the personal aspect.  Without this duality, the multivalence of Francesco's 
strategy falls away.  Ferdinando's assertion of Medici strength in the Cappella  
dei Principi was boiled down to the most fundamental elements: the physical 
bodies of the Grand Dukes, the corporeal evidence of the Medici bloodline, 
attested to the dynasty's political authority.  The Cappella dei Principi articulated 
a simple equation: we, the Medici, have been Tuscany, and therefore we will 
continue to be so.   
 
While the Cappella dei Principi demonstrated the lasting political efficacy 
of Francesco's collecting choices within the Medici dynasty and the city over 
which they ruled, his choices regarding the display of his collection were also felt 
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across northern Italy, specifically in the duchy of Mantua, where his strategy of 
multivalence was embraced to a greater degree.  This chapter's concluding 
section examines connections between the 1584 visit of Vincenzo Gonzaga 
(Figures 1.33-1.35), who toured the recently-established Galleria degli Uffizi 
while in Florence for his wedding to Francesco's daughter, Eleonora (Figure 
4.36), and his later construction of a gallery in Mantua that in many ways 
mirrored the design and display choices visible in the Uffizi.   Focusing on 
Vincenzo's creation of a bespoke museum in the family palace within which to 
display contemporary paintings, ancient sculpture, and precious objects in a 
manner that reflects his experience of viewing the recently-constructed Uffizi 
during his time in Florence, this section explores the impact of Francesco's 
museological choices and his employment of a subtle, alternative mode to the 
communication of political authority.  As discussed, although not 
paradigmatically expected of early modern Italian rulers, this use of culture to 
communicate political authority through the use of soft power served as an 
alternative to more overt power politics that depended upon the employment or 
threat of force.  Vincenzo's use of cultural politics to assert his dynastic authority 
in Mantua, a territory with very little in the way of traditional hard, military 
power, demonstrates the attractiveness of this model outside the Florentine 
context in the late Cinquecento and early Seicento.   
 While Mantua's smaller size and lack of political prominence 
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distinguishes it from the Medicean context, parallels between the Gonzaga and 
Medici families exist alongside personal connections between the two courts in 
this period through the figure of Eleonora de' Medici, Francesco's daughter and 
Vincenzo's wife.  Her active participation in the Gonzagan court's cultural life, as 
well as direct involvement in Vincenzo's museological activity, facilitated the 
transmission of Florentine precedents and artists to Mantua.  Interactions 
between the two courts went both ways, with, for example, Ferdinando I 
intercepting and pressing Peter Paul Rubens into his service while on a 
diplomatic mission to Spain for Vincenzo,524 reflecting the Medici court's attempt 
to keep tabs on political movements as their influence across Europe was 
waning.   
 The Gonzaga dukes dominated Mantua over roughly the same time 
period as did the Medici dynasty in Florence, controlling the city from 1328 until 
the family's loss of power and termination in 1708, only a few decades before the 
Medici line ran out in Florence.525  Overall the Gonzaga dukes reigned as well-
liked and generally peaceful rulers, with relatively little courtly intrigue.526  
Mantua remained a state of secondary prominence due in large part to its general 
                                                          
524 For more on this 1604 diplomatic mission, Rubens' first trip to Spain, see Mark Rosen, "The 
Medici Grand Duchy and Rubens' First Trip to Spain," Oud Holland, vol. 121, no. 2/3 (2008): 147-
152. 
525 After 1627, the Gonzaga family was dominated by the related Nevers branch of the family tree.  
The Duchy of Mantua was appropriated from Duke Ferdinando Carlo in 1708 during the War of 
Spanish Succession, and he died without legitimate issue in the same year. 
526 David Chambers and Jane Martineau, Splendors of the Gonzaga (London: Victoria and Albert 
Museum, 1981),  xx. 
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lack of wealth.  Nonetheless, the Gonzaga dukes created an image of Mantuan 
power that surpassed the financial limitations of the state, employing arts 
patronage to suggest courtly magnificence and taste in much the same manner as 
did the Medici.  Mary Hollingsworth describes the Gonzaga as among the most 
important patronal families in Renaissance Italy, along with the Medici in 
Florence and the Farnese in Rome.527  She observes that "Mantua's reputation as 
one of the grander Italian courts owed much to deft diplomacy but also to the 
cultural policies of the Gonzaga, who had created a particularly brilliant setting 
for the display of their prestige."528  Like so many of their courtly contemporaries, 
the Gonzaga dukes understood the power of culture in the expression of political 
power.  That their political sphere of influence remained somewhat limited 
makes the comparison between Mantua and Florence at the beginning of the 17th 
century so compelling; whereas Mantua's dukes had long understood the value 
of magnificent artistic expression to overcome circumscribed political authority, 
Medici grand dukes such as Ferdinando I appear to have been faced with a 
similar, if new, political reality for Florence, one in which the dynasty's political 
authority no longer matched its ambitions.    
 
 
                                                          
527 Hollingsworth, 290. 
528 Ibid.  For more on Gonzagan patronage, see Barbara Furlotti and Guido Rebecchini, The Art of 
Mantua: Power and Patronage in the Renaissance (Los Angeles: J. Paul Getty Museum, 2008.) 
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Vincenzo Gonzaga: The Collector Prince 
 While his museological choices reflect those of Francesco, Vincenzo has 
shone as a far brighter star in the early modern Italian firmament than the oft-
overlooked Florentine grand duke.  Recognized as an avid collector of 
contemporary and ancient art and as an active patron of important Seicento 
figures in both the arts and sciences, Vincenzo demonstrated how a second-tier 
political power such as Mantua could remain an important player on the 
international scene through personal and dynastic patronage.  While Mantua and 
Florence were only two among many courts that employed cultural politics as a 
means to relevance on the international scene, both within Italy and across 
Europe, the young Vincenzo who visited Florence in 1584 surely must have 
recalled Francesco's strategy of cultural politics when he himself became duke a 
few years later.   
 Vincenzo ruled as Duke of Mantua and Montferrat from 1587 to his death 
in 1612.529  His political persuasion remained strongly imperial throughout his 
lifetime; early on, he served as a soldier in the armies of Philip II of Spain and 
Rudolf II, Holy Roman Emperor.  His loyalty to the Hapsburgs was rewarded 
                                                          
529 He is officially Duke Vincenzo I Gonzaga and should not be confused with his son, Vincenzo 
II, who ruled as Duke of Mantua and Montferrat from 1626-1627.  The defining feature of 
Vincenzo II's reign was the extinction of the primary Gonzaga line with his death, leading to the 
War of Mantuan Succession, through which the related Nevers branch came to power.  For more 
on Vincenzo I, see Valeria Finucci, The Prince's Body: Vincenzo Gonzaga and Renaissance Medicine 
(Cambridge, MA: Harvard University Press, 2015), and Maria Bellonci, A Prince of Mantua: The 
Life and Times of Vincenzo Gonzaga. trans. Stuart Hood (New York: Harcourt Brace, 1956.) 
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when he became the first Gonzaga awarded the Golden Fleece.530  In 1581 he 
married Margherita Farnese, a natural granddaughter of Charles V.  While this 
union was intended to strengthen ties between the Farnese and Gonzaga families 
in an informal anti-Florentine alliance, the marriage shortly thereafter came to an 
end when the couple divorced in 1583.531   Vincenzo then pursued a different 
political strategy, turning directly towards Florence and marrying Francesco I's 
eldest daughter Eleonora.  It was this wedding that gave Vincenzo the 
opportunity to view the recently created Uffizi.   
 His second marriage appears to have been more successful than his first.   
By all accounts, Vincenzo and Eleonora had a happy union, producing six 
children.  Like her father's second wife, Bianca Cappello, Eleonora shared with 
her husband an interest in arts patronage and a love of the finer things in life. 532  
Eleonora also appears to have participated in collecting, encouraging her 
husband's collecting through her own interest,533 which is perhaps not surprising 
given her childhood spent in Francesco's court.  Throughout her life Eleonora 
maintained a good relationship with her uncle Ferdinando I, manifested in gifts 
                                                          
530 Hollingsworth, 303. 
531 Other sources suggest that the marriage was annulled, the grounds for which were non-
consummation, with the usual host of accusations regarding impotence and physical deformity.   
532 David Chambers and Jane Martineau, "Mantua.  Gonzaga." Review of exhibition at Palazzo Te, 
Mantua. The Burlington Magazine, vol. 144, no. 1197 (December 2002), 777. 
533 Raffaella Morselli, "L'ordine segreto degli oggetti," from Gonzaga: La Celeste Galeria: Le Raccolte. 
ed. Raffaella Morselli (Milano: Skira, 2002), 29.  Morselli also attributes the Vincenzo's decision to 
renovate the Galleria della Mostra under the direction of Viani and Rubens to Eleonora.  Morselli, 
56. 
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of artworks sent between the two courts and even the occasional "borrowing" of 
court artists such as Giambologna, whose work was especially appreciated by 
Vincenzo.  The massive 1626-27 inventory of the Palazzo Ducale, which, 
although incomplete includes over 4500 objects,534  indicates works of art 
originally described as in Eleonora's possession, reflecting her role as a patron 
independent of her husband, similar to Bianca Cappello.   Vincenzo appears to 
have been open to his wife's contributions, assisted and supported in his 
collecting by his wife's taste and connections. 
 During his reign, Vincenzo demonstrated not only a strong interest in 
collecting but a desire to surround himself with artists and intellectuals 
representing a variety of fields.  Claudio Monteverdi lived at court for nearly a 
decade, where he served as court conductor and master of music.  Monteverdi 
was under Gonzaga patronage when he composed Orfeo, one of the world's first 
operas, which he dedicated to Vincenzo's son and successor, Francesco.535  Peter 
Paul Rubens served Vincenzo in multiple roles, including painter, diplomat, and, 
as discussed below, advisor on Vincenzo's galleria.  Vincenzo also counted 
Torquato Tasso as a friend; the poet even published an encomium of the duke's 
                                                          
534 Morselli, 29.   For the published inventory, see Raffaella Morselli, Le Collezioni Gonzaga: 
L'Elenco dei Beni del 1626-1627( Milano: Silvana Editoriale, 2000.) 
535 Upon succeeding his father in 1612, Francesco promptly fired Monteverdi due to budget 
constraints at court.  For more on music at the Gonzaga court, see Richard Sherr, Music and 
Musicians in Renaissance Rome and Other Courts (Burlington, VT: Ashgate Variorium, 1999); Susan 
Helen Parisi, Ducal Patronage of Music in Mantua, 1587-1627: An Archival Study (PhD diss., 
University of Illinois at Urbana-Champaign, 1989); and Paolo Fabbri, Monteverdi (Cambridge: 
Cambridge University Press, 1994.) 
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gallery, praising it as "la celeste galleria di Minerva."   
 Like Francesco, Vincenzo displayed an interest in the fine arts as well as 
the natural sciences, including chemical weapons, alchemy, and the occult.536  
Galileo visited the court in 1603-4, seeking an official position.  Vincenzo offered 
him a salary as well as gifts of silver and gold, though in the end an agreement 
was not reached.  Likewise, Vincenzo employed the less well-known but 
influential natural philosopher Giovanni Antonio Magini as tutor to his sons.  
While Vincenzo's personal predilection appears to have favored collecting works 
of art over the scientific experimentation that so fascinated Francesco, both rulers 
demonstrate the early modern understanding of the arts and sciences as related 
fields, united by their common appeal to the intellect as well as the materials and 
processes employed by both.   Just as Francesco displayed a life-long interest in 
processes and objects that reflected transformations, so too did Vincenzo 
particularly love beautiful materials transformed through human effort into 
precious objects.537 
                                                          
536 Chambers and Martineau, Splendours of the Gonzaga, 224.  These authors draw a link between 
Vincenzo's interest in alchemy and magic and the similar interests of his contemporary, the Holy 
Roman Emperor Rudolf II.  The authors describe these similar interests as "bizarre" and 
"obsessive," reflecting the tendency among many scholars to ascribe the interest of early modern 
rulers in the natural sciences and alchemy (which, similar to astrology, was in the period 
understood as a legitimate area of scientific inquiry) to a mental defect.  As outlined in Chapter 
One, Francesco has also suffered from this scholarly posthumous diagnosis, which does not 
accurately reflect the way in which these rulers' interests placed them well within the accepted 
sphere, if not the cutting edge, of early modern natural philosophy.  For more on the Renaissance 
understanding of alchemy and its relationship to astrology, see Peter Burke, The Italian 
Renaissance, 193. 
537 Morselli, 30. 
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 Scholars are united in their forceful characterizations of Vincenzo as a 
collector, describing him as "ruthless," "methodical,"538 and "insatiable."539  As has 
been the treatment at times of other collector-princes, Vincenzo's passion for 
collecting has been assessed in decidedly negative terms.  Rafaella Morselli, for 
instance, describes him as "devoured by the disease of collecting"540 and likens 
his pursuit of beautiful objects to the noble pastime of hunting,541 suggesting that 
it similarly served as an elite pastime activity.  While Vincenzo indeed appears to 
have been inclined towards intense emotions and passions,542 it is worth noting 
the negative language that often accompanies descriptions of collector-princes 
such as Francesco and Rudolf II, as has been discussed throughout this 
dissertation.   His collecting interests reflect those of many collectors across Italy 
in this period, including the traditional fine arts of paintings, drawings, prints, 
and sculpture alongside crystal, pietre dure, arms, natural specimens, maps, and 
texts.543  Vincenzo's personal favorites appear to have been jewels.544  Above all 
his goal remained to collect the best of the best, especially when it came to 
paintings, as he envisioned his gallery as a collection of the greatest works from 
                                                          
538 Chambers and Martineau, "Mantua.  Gonzaga.," 777. 
539 Morselli, 29. 
540 Ibid.  Original Italian: "divorata dal morbo del collezionista." 
541 Ibid., 33. 
542 Ibid. 
543 Ibid., 32. 
544 Ibid., 30. 
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the previous century.545  Elena Venturini notes that his collecting tended to 
privilege well-established artists, or in her words, "already loved artists."546  
Although Vincenzo no doubt appreciated the objects for their aesthetic pleasure, 
his preference for works by the best-known artists suggests his belief that the big 
names, with their associated prestige and value, would most impress visitors to 
the Palazzo Ducale.  His great desire to bring these objects into the ducal 
collection meant that he used every advantage to obtain desirable objects when 
the opportunity arose.  In particular scholars have noted his apparent comfort in 
pressuring financially impoverished religious orders to surrender works of art to 
him.   
 The scholarly treatment that Vincenzo Gonzaga has received is similar to 
that of Francesco I de' Medici in that scholars have neglected the political 
ramifications of princely collecting in these cases, interpreting both the 
individuals and their collections as personal eccentricities or hobbies.  For 
example, Raffaella Morselli observes that collecting precious objects ranked as a 
far greater personal priority for Vincenzo than religion or politics,547 only to later 
note that the collection of such objects could serve a political role.  This passage 
in her catalogue for the exhibition Gonzaga: La celeste galeria offers a fine example 
of the division that many scholars draw between collecting as a personal pastime 
                                                          
545 Morselli, 30. 
546 Ibid., 33.  Original Italian: "artistia già amati." 
547 Ibid., 30. 
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for early modern rulers and their political duties.  While Morselli more than 
many other scholars does observe the political function of collecting, noting that 
Vincenzo used his collection to amaze visitors to the Palazzo Ducale with its 
degree of beauty and luxury,548 her emphasis on the personal aspect of collecting 
nonetheless demonstrates the tendency of scholars to separate collecting from the 
political realm, which, as this dissertation has argued, remained fundamentally 
intertwined in early modern Italy generally but particularly so in the case of 
multivalent spaces such as galleries within or adjacent to ducal palaces.  
Vincenzo's employment of his personal interest in collecting as an efficacious tool 
for communicating political messages mirrors Francesco's strategy of 
multivalence.  As discussed, Francesco's personal tendency towards isolation has 
clouded much interpretation of the political nature of his sites of collecting; the 
absence of such a personality trait in the figure of Vincenzo helps us to view the 
political nature of early modern princely museum-galleries.  Vincenzo's exposure 
to the political usefulness of  the display that he saw at the Uffizi in 1584 no 
doubt explains to a degree the similarities in layout between Francesco's 
museum and the painting gallery built roughly a decade later by Vincenzo in 
Mantua.  Vincenzo's own personal experience as the distinguished visitor led 
through the Galleria degli Uffizi, receiving the silent messages of taste, wealth, 
and authority that the objects and display of the gallery so strongly 
                                                          
548 Morselli, 30. 
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communicated,  surely made him particularly aware of its effectiveness.  Seeing, 
but even more directly feeling the efficacy of Francesco's museum as an 
alternative mode for communicating political authority, Vincenzo's embrace of 
this strategy within his own courtly context demonstrates the appeal that it 
offered to early modern Italian monarchs. 
 
La Galleria della Mostra 
 Vincenzo Gonzaga's visit to the recently completed Galleria degli Uffizi in 
1584 likely served as inspiration for the construction and design of his own 
gallery (Figure 4.37.)  The Galleria della Mostra in the Palazzo Ducale reflects 
many elements that would have been visible to the young prince during his visit 
to the new gallery, including its physical layout and location adjacent, and in fact 
connected to, the granducal residence.549  As a visiting prince, Vincenzo would 
have experienced his tour of the Uffizi from the perspective of the dignitary 
upon whom the museum's messages of status and authority were intended to 
work.  Roughly eight years later, the now Duke Vincenzo could have recalled 
how he had received those messages as a visitor to the museum.  Perhaps he had 
been impressed by the Uffizi's long, illuminated central corridor, the light 
streaming in from the row of large windows to illuminate the impressive 
                                                          
549 David Chambers and Jane Martineau also observe the similarities between the Uffizi and the 
Galleria della Mostra.  Chambers and Martineau, Splendours of the Gonzaga, xxii. 
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collection of ancient statues on display there.  Perhaps he had mentally 
calculated the cost of the precious materials, such as the exotic multicolored 
marble and mother of pearl that decorated the Tribuna from floor to ceiling, and 
been astonished by the expense.  Perhaps Vincenzo, who would later gain a 
reputation as a ruthless and voracious collector of fine art, was most impressed 
to see the Medici's collection of masterworks, including paintings of 
contemporary fame such as Raphael's portrait of Julius II and some of the most 
celebrated ancient sculptures in the western world, including the Medici Venus.  
As an astute collector and aesthete as well as future ruler of Mantua,550 Vincenzo 
was precisely the sort of individual upon whom the Uffizi's communication of 
power and wealth through physical objects would work most strongly.  It is not 
surprising then that Vincenzo later adopted a similar strategy for the display of 
his own collection.  Aware through his own personal experience of the 
effectiveness of articulating authority through tangible and ostensibly objective 
works of great beauty and expense, Vincenzo's adoption of display strategies 
similar to those at the Uffizi speaks to the utility of the new model for 
communicating authority through cultural forms that do not immediately appear 
political, as employed by Francesco.   
                                                          
550 Vincenzo departed from the patronage preferences of his father Guglielmo, who strongly 
supported court musicians, most importantly Palestrina.  For more, see Oliver Strunk, 
"Guglielmo Gonzaga and Palestrina's Missa Dominicalis." The Musical Quarterly, vol. 33, no. 2 
(April 1947): 228-239. 
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 The influence of Vincenzo's exposure to the nascent Galleria degli Uffizi is 
most apparent in Vincenzo's construction of a similar gallery for the display of 
art in the Palazzo Ducale in Mantua.  The space known as the Galleria della 
Mostra (which translates to "display gallery" or "exhibition gallery")551 was a 213-
foot long corridor with windows opening onto a courtyard, the Cortile della 
Cavallerizza.552  The Galleria della Mostra, or Galleria Grande, as it was 
sometimes called, formed the nucleus of the duke's museum at the Palazzo 
Ducale.  Vincenzo followed Gonzaga tradition in arranging his museum at the 
ducal palace, as the focus of the display of Gonzaga power had traditionally 
concentrated on the Palazzo Ducale.553   The fact of Vincenzo's utilization of the 
gallery as a space to communicate political authority also makes its location 
appropriate and logical.  As at the Uffizi, which is connected to Francesco's 
personal residence and governmental headquarters at the Palazzo Vecchio, the 
placement of a showpiece gallery within or near to a government building has 
both practical and political meanings.  On a logistical level, the prince can access 
the gallery for private consumption without having to exit the safety of the 
palace.  Far more importantly, however, the proximity of the art space to the 
governmental building (or location within it) reinforces its political messages, 
                                                          
551 The nomenclature of the gallery is similar to the modern Italian usage of "mostra" to mean "art 
exhibition," reflecting the early modern gallery's similar function. 
552 Chambers and Martineau, Splendours of the Gonzaga, 245. 
553 Hollingsworth, 299. 
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articulating the ownership over the objects by the ruling family.   
 While the physical space of the gallery appears to have been a pre-existing 
one within the Palazzo Ducale, by 1592 work was underway to fresco the 
ceilings,554 suggesting, as at the Uffizi, a project of renovation and decoration to 
prepare the space as a gallery for the display of art.  Unfortunately the 
appearance of these frescoes remains unknown, as the ceiling collapsed in 1876, 
destroying the works.555  The gallery was first overseen by Giuseppe Dàttari, then 
by the architect, painter, and courtier Antonio Maria Viani.556  Viani, in his 
position as prefetto delle fabbriche ducali, indirectly oversaw the December 1626- 
April 1627 inventory of the Palazzo Ducale that has provided much information 
to scholars working on the collections of the Gonzaga dukes.557   
 Adjacent to the Galleria della Mostra was the Galleria dei Marmi,558 which, 
as its name suggests, displayed the ducal collection of ancient marble busts, 
primarily those collected by Vincenzo's father Guglielmo in 1575 during his time 
                                                          
554 Hollingsworth, 299. 
555 Chambers and Martineau, Splendours of the Gonzaga, 245.  Work on the gallery took place 
between 1931 and 1933.  Today the space is surmounted by a wooden ceiling decorated in late 
Renaissance style.  For more on the reconstruction, see Clinio Cottafavi, Galleria della mostra nel 
Palazzo Ducale di Mantova: Relazioni del restauro e della ricostruzione (Mantova: La Società per il 
Palazzo Ducale di Mantova, 1934.) 
556 Chambers and Martineau, Splendours of the Gonzaga, 245. 
557 Morselli, 45-47 (for inventory.)  Viani, who would have been well into his 80s at the time, 
appears to have delegated the taking of the inventory, for the entries reveal that those recording 
them were not concerned with many specifics of the works, a situation that was also encountered 
in Chapter Two.  For the inventory in its published form, see Rafaella Morselli and Stefania 
Lapenta, La collezioni Gonzaga: La quadreria nell'elenco dei beni  del 1626-1627 (Cinisello Balsamo: 
Silvana, 2006.)  
558 Morselli, 45. 
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in Rome (Figure 4.38.)559  The 1626-27 inventory lists fourteen heads, both large 
and small, displayed on cornices, and assorted additional marbles, including a 
relief, a Diana, and some torsos.560  Although contiguous to the Galleria della 
Mostra (the two spaces meet at a right angle at the corner of the section of the 
Corte Nuova that encloses the Cortile della Cavallerizza), the Galleria dei Marmi 
is always referred to in the diminutive, reflecting not only its smaller size but its 
secondary relationship to the Galleria della Mostra.561  The inventory's entries 
suggest that the marbles displayed in this gallery, with the exception of 
Guglielmo's bust series, were quite assorted and were perhaps not highly-prized 
objects.562 
 While it seems safe to assume that dignitaries and ambassadors would 
have been invited to view the Galleria della Mostra while visiting the court on 
official business, as at the Uffizi, it is not clear the extent to which the gallery 
                                                          
559 Morselli, 58.  Clifford Brown describes the space as originally designed by Giulio Romano 
around 1536 for Duke Federico II and  called the Loggia di Marmo.  He claims that it was 
modified by Duke Guglielmo and used as the Gonzaga antiquarium, known as the Galleria dei 
Mesi.  His account does not make it clear by what name this space was referred in the time of 
Duke Vincenzo's rule.  Clifford Brown, "Duke Ferdinando Carlo and the Dispersal from Venice of 
the Gonzaga Collection of Greco-Roman Art," Source: Notes in the History of Art, vol. 8/9, no. 4/1 
(Summer/Fall 1989): 25.  Nikolaus Pevsner describes a gallery made around 1570 that "was 
tunnel-vaulted and served the purpose of displaying statuary."  Pevsner, 112.  He does not give a 
name for this gallery; perhaps he refers to the modifications undertaken by Guglielmo. 
560 Morselli, 58. 
561 The Galleria dei Marmi is sometimes identified as the "galleria piccola" or "gallerietta," or as 
being near to the Galleria della Mostra (i.e. "la  gallerietta verso la mostra"), which again suggests 
its subservient role.  Morselli, 45. 
562 Both Vincenzo and his successor Ferdinando also displayed ancient statues in other rooms of 
the Palazzo Ducale, as indicated by the 1626-27 inventory.  Thus the objects on view in the 
Galleria dei Marmi did not represent the extent of the Gonzaga collection of ancient marbles in 
the early Seicento. 
325 
 
 
 
would have been accessible on a more general scale.  Andrea Emiliani and 
Raffaella Morselli describe the Gonzaga collections as both the "first museum" 
and as "the most prestigious and desired of all the collections of the modern 
age,"563 but the degree to which the collection could be accessed as a truly public 
museum remains unclear.  Morselli singles out the Galleria della Mostra as "the 
principal and public space of the museum,"564 indicating its fundamental 
importance to the communication of authority to visitors to court.  Most likely, 
the degree of accessibility of the Galleria della Mostra was similar to that of the 
Galleria degli Uffizi, open to distinguished visitors but certainly not "public" in 
the sense that anyone could walk off the street and view the collection. 
 Within the Galleria della Mostra were displayed the painting treasures of 
Vincenzo's collection.  Unlike at the Uffizi, the Gonzaga collection was displayed 
according to medium, with paintings in the Galleria della Mostra, ancient statues 
in the Galleria dei Marmi, and small-scale precious objects, such as cameos and 
rock crystal vases, displayed in six rooms that together formed the treasury of 
the Palazzo Ducale.565  Although Vincenzo's collecting tastes appear to have been 
very similar to those of Francesco, and indeed to those of many early modern 
princely collectors, highly prizing small, finely wrought items made of wondrous 
                                                          
563 Andrea Emiliani and Raffaella Morselli, prologue to Gonzaga: La Celeste Galeria. ed. Raffaella 
Morselli (Milano: Skira, 2002), 1.  Original Italian: "Le raccolte dei Gonzaga di Mantova hanno 
costituito il primo Museo, inteso etimologicamente come 'Museion,' e hanno rappresentato il 
nucleo più prestigioso e bramato da tutti collezionisti dell'eta moderna."  
564 Morselli, 45.  Original Italian: "il luogo precipuo e pubblico del museo." 
565 Ibid., 233. 
326 
 
 
 
natural materials alongside paintings, sculptures, and antiquities, Vincenzo's 
decision to display the works according to medium suggests a more 
"museological" view of his collection.  Vincenzo saw his collecting practice as 
fundamentally part of the Gonzaga campaign to keep Mantua on an equal 
footing with its more powerful and richer Italian peers, recognizing that the 
action of collecting emulated earlier practices that conveyed authority, both in 
Mantua and elsewhere, such as Florence and Rome.  His display choices, in 
which the works are arranged according to a transparent and easily understood 
organization by medium, reflected a more primary awareness of the quasi-
public, courtly consumption of his collection, as this organizing principle would 
have been immediately apparent to the viewer.  While Francesco viewed the 
personal and political functions of the Uffizi as working in tandem, Vincenzo 
focused more strongly on the courtly function of his collecting.   The personal 
nature of the gallery remained, however, in the fact that the works were 
displayed within the duke's private residence, albeit a building that served both 
personal and political functions.  Thus the decision made by the duke and his 
advisors to arrange the works by medium reflects a more direct purpose for the 
display.  Less the reflection of a single ruler's personal interests, the arrangement 
by medium of the Gonzaga collection within the Palazzo Ducale serves to 
catalogue visually the collection for the visitor, as if to say, "Here we have so 
many paintings, and here so many ancient sculptures, and here so many gems." 
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The displays impressed upon the visiting diplomat or courtier the extensive 
nature of the dynasty's holdings, assisting the visitor in his or her tabulations and 
calculations of the dynasty's wealth, reach, and taste. 
 The precise arrangement of the works within the gallery during 
Vincenzo's time remains difficult, if not impossible, to discern without new 
archival evidence, as each successive duke after Vincenzo appears to have 
rearranged the gallery according to his own personal taste.566  The oft-mentioned 
inventory of 1626-27, while so full of specifics, dates to well after Vincenzo's 
death and reflects the arrangement of works under the rule of Ferdinando I, 
Vincenzo's second son.567  Some scholars believe that the artworks within the 
Galleria della Mostra were originally "hung" by Rubens during his time at the 
Mantuan court; David Chambers and Jane Martineau, for example, describe the 
later Ferdinando as dismantling the series of dynastic portraits originally 
arranged by Rubens.568   Rubens appears to have been involved in a re-hanging of 
the gallery after Vincenzo became dissatisfied with what would have 
presumably been its original arrangement.   Morselli describes 1605 as the 
                                                          
566 Chambers and Martineau, "Mantua.  Gonzaga.," 777. 
567 Ferdinando died in October 1626, and the inventory was begun in December of the same year.  
The inventory was therefore almost certainly taken to record the possessions of the palace upon 
the assumption of his younger brother Vincenzo II to the title of Duke of Mantua and Montferrat.  
The custom of taking full inventories of palaces at the death of a ruler was common at the time; 
for example, the inventory of the Palazzo Vecchio  addressed in  Chapter Two was taken at the 
time of Cosimo I's death in 1574. 
568 Chambers and Martineau, "Mantua.  Gonzaga.," 777. 
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"height" of the arrangement of the Galleria della Mostra,569 which suggests that 
Rubens could have been involved in its hanging and decoration based on his 
dates at the Mantuan court.570  Writing from Casale Monferrato, Vincenzo wrote 
to his Mantuan courtier Annibale Chieppio on January 17, 1604, that he wanted 
to concentrate his efforts on the Galleria della Mostra and expressed 
dissatisfaction with the current arrangement of the "gallarietta," presumably the 
Galleria dei Marmi.571  He then directs Viani and Rubens to create a drawing 
illustrating a new installation for the paintings in the gallery, which he will 
review upon his return to Mantua.   Unfortunately there is no surviving evidence 
of Viani and Rubens' design for the installation of works in the gallery; the 
above-mentioned drawing is not known and the Galleria della Mostra was 
reinstalled under Vincenzo's son Ferdinando.572  Vincenzo entrusted supervision 
of the project to his wife in his absence,573 indicating Eleonora's role in Mantuan 
collecting and display choices and a consistent link back to Florence and her 
                                                          
569 Rubens came into the employment of Vincenzo Gonzaga shortly after his arrival in Italy in 
1600, and he appears to have remained associated with the duke even as he traveled throughout 
Italy for the next eight years.   
570 Rubens returned to Mantua from his diplomatic mission to Spain in early 1604 and remained 
at the Gonzaga court until 1608. 
571 Chambers and Martineau, "Mantua.  Gonzaga.," 55. 
572 The Gonzaga collection was ultimately sold during the reign of Duke Ferdinando to Charles I 
of England, with negotiations beginning in 1627, in the largest single art deal of the 17th century.  
For more on the sale, see Christina Anderson, The Flemish Merchant of Venice: Daniel Nijs and the 
Sale of the Gonzaga Art Collection (New Haven: Yale University Press, 2015.)  Anderson's book 
focuses on the role played by the broker Daniel Nijs in an attempt to rehabilitate his 
historiographical reputation and consider the distinct position of early modern brokers.  For 
more on the dispersal of the Gonzaga collection under the Nevers dynasty in the latter part of the 
17th century, see Brown's article in Source. 
573 Morselli, 56. 
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father Francesco's practices.  While Morselli describes Eleonora as possessing a 
natural "consciousness of display that had not yet materialized in Mantua," as a 
result of her Florentine heritage,574 it remains unclear what specific impact her 
supervision had on the gallery's appearance.  The visual evidence of the gallery 
itself, which resembles her father's Uffizi, strongly suggests that for both 
Eleonora and Vincenzo, this museological precedent served as the model for 
their vision for the Galleria della Mostra, whether conscious or not.  As outlined 
in Chapter Three, the long corridor plan emerged at the end of the 16th century as 
the dominant form for princely galleries, replacing the earlier and more private 
garden or courtyard design such as that of Bramante at the Belvedere.  The long 
gallery, which visitors move through sequentially, served the purpose of 
diplomatic and courtly display more effectively than did the more enclosed and 
restricted centralized plan.  Vincenzo's adoption of the longitudinal form for his 
museum, which was designed as a series of connecting corridors displaying 
works arranged by medium, reflects both his exposure to a model built around a 
central corridor and Francesco's cutting-edge museological choices, reflecting 
and establishing late Renaissance and early Baroque needs and preferences.   
 Work on the gallery continued up to 1608, and although no definitive 
inventory or evidence exists to tell us precisely how the gallery would have 
                                                          
574 Morselli, 56.  Original Italian: "sopratutto fiorentina e quindi naturalmente despositaria di una 
coscienza espositiva che a Mantova ancora non si era concretizzata." 
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looked at this time, scholars have determined some works that were likely on 
display.  Morselli estimates that around forty-four paintings were displayed 
within the Galleria della Mostra, making for a relatively crowded viewing 
environment.575  She compares this visual effect to the picture gallery of 
Archduke Leopold Wilhelm of Brussels, whose collection was depicted in a 
series of paintings by his court painter and director of collections, David Teniers 
the Younger (Figure 4.39.)  These images show rooms with paintings displayed 
"salon style," frame-to-frame with little to no wall space visible between the 
works.  The visual effect privileges quantity over quality, as the viewer is struck 
first by the spectacle of so many works crammed together, and only secondarily 
by the aesthetic virtues or fame of individual paintings.   While it remains 
impossible to say for sure if the Galleria della Mostra looked similar to Archduke 
Leopold Wilhelm's collection (and we must question if Teniers overstuffed his 
paintings to give the Archduke's collection an even greater sense of abundance), 
the overwhelming visual effect that this type of installation would have had 
upon viewers aligns with Vincenzo's goal of dazzling his visitors in a display of 
wealth and reach.  Vincenzo's gallery may in fact have appeared even busier than 
that represented in Teniers' paintings, as the 1626-27 inventory records the walls 
of the gallery as decorated with 18 decorative puttini.576  These additional figures, 
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apparently painted directly on the walls, would have added variety and a sense 
of visual rhythm to the arrangement of the paintings.577  Unfortunately it is not 
clear if they were painted during Vincenzo's lifetime, although they could 
possibly date from the gallery's renovation designed by Viani and Rubens. 
 A museological strategy that places greater emphasis on the collection as a 
whole rather than on individual pieces makes even greater sense as one 
considers the specific works likely to have been on display in the Galleria della 
Mostra before Vincenzo's death in 1612.  Although Vincenzo desired to collect 
and display works by the greatest early modern artists, the 1626-27 inventory  
(and the 2002 exhibition Gonzaga ─ La Celeste Galeria at Palazzo del Te) suggests 
that the duke was not always able to achieve his goal.  Without doubt Vincenzo's 
gallery did boast of masterworks, such as Caravaggio's controversial Death of the 
Virgin (Figure 4.40), which Vincenzo purchased at the encouragement of Rubens, 
perhaps the sole tangible element remaining of Rubens' work on the Galleria 
della Mostra, and Andrea Mantegna's Triumphs from his time at the Gonzaga 
court in the Quatttrocento.  However, many of the works that appear to have 
been displayed were more second rate.  In some cases the works were by lesser-
known artists, such as Lorenzo Costa's San Sebastiano and Francesco Francia's 
Baptism of Christ.578   Better-known artists were represented, but often by their less 
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famous, and perhaps less successful, works, such as Pieter Brueghel the Elder's 
Feast of St. Martin (Figure 4.41) or Giulio Romano's Venus, Vulcan, and Cupid.  
Lacking spectacular masterpieces and works by the most famous Renaissance 
artists, Vincenzo and his court advisers may have turned to a display strategy 
that visually overwhelmed with abundance, a rather different approach to the 
display of the family collection than Francesco took when moving the Medici 
collection into the Uffizi. 
 Another display choice that reflects a subtle difference in tone between the 
Galleria della Mostra and the Galleria degli Uffizi in terms of their assertion of 
political authority is Vincenzo Gonzaga's choice to display his own image in the 
gallery.  There were no images of Francesco on display in the Uffizi, a fact even 
more striking given the extensive portrait series of uomini famosi, including many 
Medici forbearers.  Instead, Francesco appears to have felt more comfortable 
letting the expensive and rare works speak for him, as tangible evidence of his 
Medici connections and political authority.  Vincenzo, on the other hand, appears 
to have been comfortable with a more traditional statement of ownership and 
authority, as Frans Pourbus the Younger's full-length portrait of the duke (Figure 
1.34) in resplendent armor was on view in the gallery, possibly displayed in the 
center of the main wall.579  Vincenzo's comfort with and apparent need for a 
direct reminder of the dynasty's political power and personal possession of the 
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objects on display within the pictorial sight of the duke's portrait continued 
under his successor Ferdinando, who commissioned a 23-work portrait series of 
the Gonzaga dynasty by Domenico Fetti to hang in the Galleria della Mostra.580  
This dynastic portrait series reflects that on display in the Uffizi. 
 While changes made to the Palazzo Ducale by subsequent Gonzaga dukes 
make it difficult to determine the precise specifics of the physical space during 
Vincenzo's time, the Galleria della Mostra physically mirrors its Florentine 
forerunner, echoing the magnificently-decorated corridor that serves as the spine 
of the Galleria degli Uffizi.  The similar use of a long palatial corridor in both 
cities not only suggests that Vincenzo recalled his visit to the Uffizi when 
constructing his own gallery but also reflects a similar function for the two 
display spaces.  Francesco used the Galleria degli Uffizi as a subtle but powerful 
assertion of the wealth, taste, and associated political power of the Medici 
dynasty, expanding the Medici family's traditional use of arts patronage for 
political ends by creating a quasi-public museum in which the objects on display 
served as tangible proof of the political authority that he himself preferred to 
keep at arm's length.  The Gonzaga, like so many early modern Italian nobles, 
likewise understood the relationship between expensive and beautiful objects 
and the status that their possession afforded.  The family, described by Chambers 
and Martineau as a "dynasty of collectors," had long utilized the arts to 
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communicate prestige, a practice that reached its apogee during the reigns of 
Vincenzo I and his son Ferdinando.581   While the gallery came to fruition under 
Vincenzo, the idea appears to have originated with his father, Guglielmo,582 
reflecting a long-standing awareness of the efficacy of presenting the court's most 
impressive works of art when it came to the assertion of authority.  Within the 
duchy of Mantua's second-rate political status, the Gonzaga family projected 
their prestige through conspicuous consumption rather than territorial 
expansion.   The splendor of the court was thus the vehicle by which the 
Gonzaga created their ducal prestige. 
 In this way, the similar physical shape of the Galleria della Mostra and the 
Uffizi appears more than simply a young Vincenzo looking back to what he saw 
when in his father-in-law's gallery.  A gallery formed by a long, well-lit corridor 
creates a substantial visual impact, as the visitor to the gallery can at one glance 
take in not just the high quality of individual works but the expanse of the 
collection as a whole.  One can imagine a diplomat to either the Uffizi or the 
Palazzo Ducale rounding the corner and suddenly looking down a lengthy 
corridor.  The sunlight streaming in illuminates the ancient marbles and recently 
varnished Renaissance paintings, all set below intricately decorated and 
brilliantly colored frescoed ceilings.  The dignitary might even squint his eyes to 
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582 Ibid. 
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see the works at the opposite end of the corridor, so far away that they remained 
indistinct.  Perhaps he might have wondered if all the many works on view were 
as magnificent as those near to him, all the while marveling at the cost as he 
quickly calculated and multiplied their values.   As at the Uffizi, the Galleria 
della Mostra's physical shape, reflecting the Uffizi's role in establishing the 
popularity of the corridor-based gallery or museum, reinforced its political 
purpose of serving as silent, tangible proof of the dynasty' s elite status and 
subsequent political authority. 
 
The Gonzaga Mausoleum at Sant'Andrea 
 While Vincenzo Gonzaga's display choices within the Palazzo Ducale, and 
in particular at the Galleria della Mostra, reflect his exposure to the Uffizi in the 
1580s, other projects undertaken by the duke also mirror contemporary Medici 
projects.  These strong connections between the Mantuan and Florentine courts 
reflect the impact of Vincenzo's wife Eleonora and her contact with her family in 
Florence, in particular with her uncle Ferdinando I.  While the relationship 
between her father and his brother had at times been contentious,583 Eleonora 
appears to have maintained a solid personal relationship with her uncle, the 
                                                          
583 So much so that when Francesco and his wife Bianca suddenly died on the same day, 
Ferdinando was long suspected of poisoning them.  He was exonerated only in the 21st century 
when medical testing on Francesco's body determined that he died of malaria, a perennial 
scourge of the Tuscan countryside. 
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fruits of which included artistic exchange between the two courts.  In particular, 
her husband Vincenzo enjoyed a personal relationship with Giambologna and 
his assistants.584  The sculptor, the most celebrated in Italy at the turn of the 
century, sent Vincenzo multiple works in bronze, including small-scale 
reproductions of his Rape of the Sabine Woman and his equestrian monument to 
Cosimo I (Figure 4.42), and in 1594-95, Vincenzo traveled to Florence personally 
to visit his bottega.585  Vincenzo also commissioned works from two of 
Giambologna's premiere assistants, Pietro Tacca and Giovanni Francesco 
Susini.586 
 Given the strong family ties and artistic exchange between Vincenzo 
Gonzaga in Mantua and Ferdinando I in Florence, connected through and 
facilitated by Eleonora de' Medici, we should not be surprised to find another 
project in Mantua that reflected contemporary projects in Florence regarding 
both dynastic authority and collecting.  While the Galleria della Mostra 
demonstrated Vincenzo's awareness of his father-in-law's museological 
interventions at the Uffizi, his project for a family mausoleum at the church of 
Sant'Andrea in Mantua suggests that Vincenzo was aware of, and apparently 
admired, Ferdinando's project for the great chapel at San Lorenzo, the Cappella 
                                                          
584 Bertrand Jestaz, "Bronzo e bronsetti nella collezione Gonzaga," from Gonzaga: La Celeste Galeria. 
ed. Raffaella Morselli (Milano: Skira, 2002), 323. 
585 Ibid., 324. 
586 Ibid., 326. 
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dei Principi.  Although never completed, Vincenzo's vision for the Gonzaga 
mausoleum reflects both the scale and, to a degree, the design elements of the 
Cappella dei Principi, which he would surely have known about through his 
wife's contact with her family in Florence. 
 Vincenzo's second will, drawn up in July 1595, states his wish to be buried 
in a new mausoleum at Sant'Andrea,587 the co-cathedral of Mantua.  
Commissioned by Vincenzo's Gonzagan ancestor Ludovico II, Sant'Andrea was 
designed by Leon Battista Alberti and today is considered his architectural 
masterwork (Figure 4.43.)  Vincenzo's choice of location recognizes the Gonzaga 
legacy at the site, much as Ferdinando's choice of San Lorenzo for the granducal 
chapel reflects a similar desire to continue dynastic association with a well-
known site of artistic and patronal achievement.    
 The plan for the new mausoleum, which would memorialize and contain 
the remains of multiple generations of Gonzaga dukes, featured a Greek cross 
ground plan with thirty bays set into the walls, into which would be set tombs 
decorated with life-size statues of twelve Gonzaga rulers and their families.588  
The fundamental design of this mausoleum, centrally planned with tombs set 
into the walls, is similar to the design of the Cappella dei Principi; given the 
connections between Mantua and Florence through Eleonora de' Medici, it seems 
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588 Hollingsworth, 303. 
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likely that Vincenzo would have been aware of the enormous chapel project 
underway at San Lorenzo.  While male members of the Gonzaga clan would be 
memorialized with life-size marble portraits depicting the sitters kneeling in 
adoration, female members of the dynasty would be commemorated with marble 
busts only.589   As at the Cappella dei Principi, many of these tombs would be 
memorials only, as Vincenzo specified in his will that the bodies of his parents 
were not to be moved from their current resting places.590  In the end, only one of 
the planned statues was completed, that of Vincenzo's father Giuglielmo (Figure 
4.44.)591  The niches were filled in when the crypt of Sant'Andrea underwent 
alterations in the 19th century, and today little remains of what would have been 
an opulent and expensive Gonzaga memorial.592  Even Vincenzo's own tomb has 
been lost.593 
 Whether full-scale or only bust-length, the marble statues were intended 
to appear as if in perpetual adoration before the primary relic of the church of 
Sant'Andrea, the Holy Blood of Christ, displayed in two sacred vessels believed 
to have been brought to Mantua by St. Longinus.  Vincenzo envisioned the space 
as not merely a family mausoleum but as the year-round home of the important 
relics, which were highly venerated during the Renaissance.  The placement of 
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590 Ibid. 
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592 Chambers and Martineau, Splendours of the Gonzaga, 9. 
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the family tombs within a space that doubles as a reliquary reflects the original 
grandiose plan for the Cappella dei Principi, which was at one time intended to 
house the Holy Sepulchre, transported to Florence from the Holy Land, as well 
as the Cappella's location at San Lorenzo as a kind of shadow cappella maggiore, 
bringing the bodies of the Medici grand dukes close to the holiest part of the 
church.  While Vincenzo's vision for the Gonzaga mausoleum was perhaps more 
realistic than the Holy Sepulchre plan, with veneration focused on a far smaller 
relic (and one already in hand), the plan reflects the same strategy as that 
intended for the Medici at San Lorenzo, in which the nearness and possession of 
an important Christian relic conferred both sacred grace and earthly status upon 
the dynasty whose remains were housed nearby.  While the parishioners of 
Sant'Andrea had to wait until the annual feast day to view the relic of the Holy 
Blood, Vincenzo and his Gonzaga relatives would have had perpetual access, 
affording them greater spiritual blessing and reinforcing their special, favored 
status as dukes of Mantua.  Placed before the marble eyes of the statues of the 
Gonzaga rulers, the important relic would have remained perpetually under 
their care, and, more importantly, their implied control.  This privileged access to 
the blood of Christ reflects a similar strategy at work in the plan for the Cappella 
dei Principi as reliquary, in which the tomb of Christ would have featured 
centrally amongst the tombs of the Medici grand dukes, a powerful statement 
that almost suggests parity between the granducal tombs and the most 
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significant tomb in all of Christendom. 
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CONCLUSION 
FLORENCE AND SAVOY 
 
 Two additional examples from the late 16th and 17th centuries further 
demonstrate the impact of Francesco's museological choices on the Italian 
peninsula.  A brief exploration of two consecutive rulers of the duchy of Savoy, 
with their respective reigns straddling the establishment of the Uffizi in 1583, 
clarifies how effectively cultural forms stood in for more traditional assertions of 
hard military power.594  Dying a few years before the Uffizi's important date, 
Emanuele Filiberto, Duke of Savoy (r. 1553-1580) focused on hard expressions of 
power, primarily territorial holdings and land grabs, as he spent his life fighting 
to regain his lost hereditary duchy.  Collecting land rather than precious art and 
objects, Emanuele Filiberto's focus on the acquisition of ducal territory, a more 
traditional model of princely authority, demonstrates how the use of cultural 
politics in the late 16th century remained a relatively avant-garde approach to 
communicating authority, one not yet established as standard operating 
procedure for Italian dukes.  While attractive to many rulers, the traditional 
model of authority asserted through physical territory still remained a viable 
                                                          
594 For a study in the use of spectacle in cultural politics in contemporary Modena under 
Francesco I d'Este, another prefiguration of Versailles, see Alice Jarrard, Architecture as 
Performance in Seventeenth Century Europe: Court Ritual in Modena, Rome, and Paris (Cambridge: 
Cambridge University Press, 2003.) 
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model, as Emanuele Filiberto's commitment to restoring his duchy demonstrates.  
That his son and successor, Carlo Emanuele I (r. 1580-1630), embraced both 
territorial expansion and the impressive display of his arts collection in his 
Grande Galleria shows the impact of Francesco's precedents among Italian dukes 
as the Cinquecento shifted into the Seicento.  While his father focused entirely 
upon military forms of power, ruling before Francesco's museological 
interventions at the Uffizi established new possibilities for the communication of 
princely authority via the institutional display of art and collections, Carlo 
Emanuele ruled in a time when the possibilities expressed at the Uffizi had 
solidified into princely expectations. 
  
 The reign of Emanuele Filiberto, Duke of Savoy (Figure 5.1) demonstrates 
the more limited models available to rulers wishing to express political authority 
in the decades before Francesco's establishment of the Uffizi.  Although a 
member of one of the oldest ruling families in the world, Emanuele Filiberto's 
title was nearly empty.   Focusing instead on the military collection of territorial 
holdings, Emanuele Filiberto devoted his life to regaining his hereditary duchy, 
most of which had been occupied by French troops since well before his rule.  
Emanuele Filiberto was so deeply associated with his military exploits that he 
earned the epithet of "testa di ferro" ("iron-head") in honor of his tenacity.  A 
complete recounting of his campaigns is beyond the scope of this conclusion; his 
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general strategy was to serve the Spanish Habsburgs, France's primary 
adversary, in the hopes of regaining his territory.  To this end, he served as 
Governor of the Netherlands and lead the Spanish invasion of Northern France.  
Later in his life, he attempted to impose his rights to the throne of Portugal, only 
to cede to Philip II, who would later unify Spain and Portugal.595  His strategic 
alliance with Spain proved effective, as he was restored the duchy of Savoy with 
the signing of the Treaty of Cateau-Cambrésis in 1559.  Consisting of lands in 
northern Italy and modern-day France and Switzerland, the small duchy's 
Seicento borders were established by Emanuele Filiberto, who moved the capital 
to Turin to avoid further French influence and created the first national military 
apparatus, the duchy having previously relied on mercenary forces.   
 Culturally, Emanuele Filiberto had little impact.  His one major social 
intervention was to change the official language of the duchy from Latin to 
Italian.  While such a change accords with contemporary movements across the 
Italian peninsula to regularize and celebrate the Italian language,596 it may also 
have served purposes more closely aligned with Emanuele Filiberto's military 
strategy, creating greater distance from France in eliminating the more 
international language of Latin.  He did collect objects, including scientific 
                                                          
595 Emanuele Filiberto wisely chose not to take on his former sovereign Philip II, although his 
claims to the throne were legitimate and direct (although maternal), as he was the nephew of the 
late king Henry I.  
596 It must be acknowledged that such efforts, led by the Accademia della Crusca, supported an 
"Italian" language fundamentally based on the Tuscan dialect, making this campaign more about 
campanalismo than the sort of pan-Italian spirit seen in the 19th century with the Risorgimento.   
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instruments, coins, and exotica,597 but these collections were not displayed.   
 The almost complete military focus of the 16th- century Emanuele Filiberto 
stands in contrast to the combined cultural and military politics of his only son, 
Carlo Emanuele (Figure 5.2.)  Acceding to the title in 1580, a few years before the 
opening of the Uffizi, Carlo Emanuele balanced his father's territorial ambitions 
with a reliance on cultural politics, evident in, most notably for this dissertation, 
his construction of a large gallery in the old castle at the Acaia.  Like his father, 
Carlo Emanuele actively pursued an expansionist policy for the Savoyard duchy, 
although his efforts stand in stark contrast to those of his father in their 
unsuccessful outcomes.  Carlo Emanuele challenged France in 1588 for the 
Marquisate of Saluzzo, and in 1625 sided with the duchy's traditional enemy in 
an attempt to gain a Mediterranean port at Genoa's expense.  He also fought, 
without great impact, on both sides of the War of Mantuan Succession, the 
struggle for control of the city after the Gonzaga line died out, mentioned briefly 
in Chapter Four.  His most infamous defeat was the failed 1602 storming of 
Geneva, celebrated to this day in the city in the annual festival of L'Escalade.   
 With almost no successful campaigns in the course of a deeply militaristic 
career, Carlo Emanuele's epithet of "testa d'feu" ("hothead") surely would 
surprise no one; however, he also known today as Carlo Emanuele the Great, 
                                                          
597 Sergio Mamino, "Reimagining the Grande Galleria of Carlo Emanuele I of Savoy." RES: 
Anthropology and Aesthetics, no. 27 (Spring 1995): 73. 
345 
 
 
 
suggesting that history remembers him for more than just these failures.  His 
effective employment of cutting edge display strategies to bolster his prestige 
and authority demonstrates the attractiveness of Francesco's precedents and the 
increasing norm of the use of the arts to not only express but produce political 
power, even to such a degree as to overcome a humiliating record in traditional 
hard power politics. 
 While today the gallery itself and even the building in which it was 
constructed are gone, a few designs and notes remain,598 as well as a mention of 
the gallery in the dedicatory letter to Carlo Emanuele of Federico Zuccari's 1607 
Mannerist treatise, L'Idea de' Pittori, Scultori et Architetti.  Praising the duke for his 
artistic skills, Zuccari thanks him for the privilege of viewing preliminary 
designs for his "gran Galeria."599  Zuccari is feigning modesty, as he was heavily 
involved in the design of the gallery, both in its planning and through overseeing 
paintings made for the gallery in his workshop.600  The duke himself was 
personally involved in the design process,601 with Zuccari serving in a position 
                                                          
598 Held in Archivio di Stato di Torino, Section 1A (Storia della Real Casa, Manoscritti di Carlo 
Emanuele I.) 
599 Federico Zuccari, L'ldea de' Pittori, Scultori, et Architetti, del Cavalier Federico Zuccari. Divisa in 
due Libri. Al Serenissimo Carlo Emanuel Duca di Savoia, Prencipe di Piemonte, etc. (Turin: Agostino 
Disserolio, 1607), 3.  For more on the gallery, see also Sergio Mamino, Reimagining the Grande 
Galleria of Carlo Emanuele I of Savoy (Cambridge, MA: Peabody Museum of Archaeology and 
Ethnography, Harvard University, 1995.) 
600 Sergio Mamino, "Reimagining the Grande Galleria of Carlo Emanuele I of Savoy," 71.   
601 A pen sketch in Carlo Emanuele's hand survives that outlines the shape of the gallery and the 
distribution of objects within it, held at AST, Section. 1a (Storia della Real Casa, Manoscritti di 
Carlo Emanuele I, Mazzo XV, Scatola 3, 1), reproduced in Sergio Mamino, "Reimagining the 
Grande Galleria of Carlo Emanuele I of Savoy," 75. 
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akin to that of chief or expert advisor.  Although no longer extant, the gallery 
was a long hall that linked the older castle at Acaia to the residence of the duke, 
reflecting the museological expectations of a princely gallery in the corridor 
format derived from the Uffizi.  Along with a contemporary project for a teatro, 
Carlo Emanuele's gallery was conceived as a microcosm, displaying objects 
reflecting all of the known world and cosmos.  The objects on display in both 
spaces includes a large number of manuscripts and printed books,602 reflecting 
the presence of texts in Francesco's studiolo.  Visitors to the gallery and the 
associated library, including contemporary royals such as Christina of Sweden, 
were given tours by the librarian, who explained the meaning of both texts and 
images in the spaces,603 reflecting the Medicean tradition of guided tours which 
assured that the political meanings of the spaces were fully communicated to 
their intended recipients.  A surviving sketch by Zuccari (Figure 5.3) 
demonstrates that although the duke's personal collecting preferences tended 
towards naturalia, the galleria was envisioned as a spectacle of authority, replete 
with equestrian portraits of thirty-six Savoyard princes, marble busts on gilded 
pedestals, and sumptuous decorative embellishments.604   Carlo Emanuele's 
galleria was grand in presence as well as in size, communicating the wealth and 
                                                          
602 Collecting of books had begun under Emanuele Filiberto, although whether particular 
volumes were intended for the teatro or a related library is not clear. Sergio Mamino, 
"Reimagining the Grande Galleria of Carlo Emanuele I of Savoy," 73. 
603 Ibid., 75. 
604 Ibid. 
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prestige of the Savoyard dukes through the display of art in an opulent space 
that showcased the duke's familiarity with contemporary museological and 
princely expectations, ultimately derived from Francesco's intervention at the 
Uffizi. 
 
 The previous section, along with Chapter Four, explored the lasting 
impacts of Francesco's nuanced approach to communicating his political 
authority through the display of collections, building upon the privilege 
associated with collecting by displaying them in the powerful new framework of 
a museum institution.  As we have seen, subsequent rulers, both within Florence 
and without, selectively utilized elements of his cultural politics.  Some, such as 
Ferdinando I de' Medici, took his measured approach to the display of collections 
to a more ostentatious and traditionally authoritative degree in the Cappella dei 
Principi.  Others, including Vincenzo Gonzaga, replicated his important 
museological decisions in a process that cemented the design of the Uffizi into a 
new norm for princely collecting in the coming century.   
 Bookended by Cosimo I's imperial model for using arts for political ends ─ 
a more direct approach typified by commissioned works of art depicting military 
victories or other traditional expressions of authority ─ and a Seicento courtly 
world view that more fully expected the use of cultural forms as weapons in a 
ruler's arsenal equally powerful to military strength, this dissertation explored 
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Francesco's cultural politics and museological choices as important moments of 
transition.  Turning away from a mechanistic utilization of the arts towards a 
more flexible and inclusive model based on the role of art and early modern 
science in the production of knowledge and power, Francesco's display choices 
established important precedents and turned the political use of art in a new 
direction, one that would steadily continue towards its ultimate apogee in France 
at the turn of the next century.  Normalizing Francesco's strategy of multivalence 
and his use of culture to assert authority allows historians in multiple fields to 
better contextualize and identify how and when the traditional Renaissance 
relationship between art and politics began to shift into a more fluid 17th century 
model, in which comprehensive engagement with the arts had become a 
fundamental expectation of rulers.  Francesco's brand of non-assertive, personal 
politics broke to a degree with the traditional paradigm established for 
Renaissance rulers, which may explain why scholars have heretofore not 
recognized the importance of his display strategies.   Looking beyond any 
perceived emptiness in the rhetoric of display, this project reveals Francesco's use 
of the arts and early modern science as agents in a more nuanced projection of 
power through the expression of the privilege of elites bound up in collecting. 
 Alongside a pioneering understanding of the subtle efficacy of the arts to 
communicate authority, Francesco's display choices established important 
museological precedents, the effects of which were felt in the subsequent century 
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and even, to a degree, continue today.  On a physical level, the creation of the 
Galleria degli Uffizi as a sunlight-filled long corridor, adjacent to a traditional 
power center, served as a standard that would become the norm in subsequent 
decades, as examples from Mantua, Sabbioneta, London, and Savoy attest.  More 
widely, the foundation of the Uffizi in 1583 marks an important moment in the 
institutionalizing of collecting, as works of art and specimens previously defined 
as the private property of their princely owners were now framed by an 
institution understood as the museum.  That this museum remained under the 
control of the prince demonstrates the emerging nature of the concept of the 
museum; it would be decades before the opening of a truly public museum and 
centuries before the full transfer of a formerly-princely collection into a public 
institution.   That said, the Uffizi remains an important and foundational early 
moment in this history, one in which we can document the institutional birth of 
the museum in the archival record.  That this particular museum still exists today 
perhaps has made its early decades more invisible, as we take for granted a 
cultural landmark that we cannot imagine Florence or Italy without.   
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Figure 1.1: Alessandro Allori, Francesco de' Medici 
c. 1560, oil on canvas 
Wawel Royal Castle, Cracow 
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Figure 1.2: Scipione Pulzone, Granduke Francesco I 
c. 1585, oil on canvas 
Galleria degli Uffizi, Florence 
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Figure 1.3: Giambologna, Granduke Francesco I 
1585-87, bronze, cast 1611 by Pietro Tacca 
Metropolitan Museum of Art, New York 
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Figure 1.4: Agnolo Bronzino, Eleonora di Toledo with Francesco de' Medici 
1549, oil on panel 
Museo Nazionale di Palazzo Reale, Pisa 
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Figure 1.5: Bronzino, Francesco de' Medici 
1551, oil on panel 
Galleria degli Uffizi, Florence 
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Figure 1.6: Titian, Ranuccio Farnese 
1542, oil on canvas 
National Gallery of Art, Washington, DC 
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Figure 1.7: Anthonis Mor, Alessandro Farnese 
1557, oil on canvas 
Galleria Nazionale di Parma  
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Figure 1.8: Bronzino, Giovanni de' Medici 
c. 1545, oil on panel 
Galleria degli Uffizi, Florence 
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Figure 1.9: Bronzino (and likely workshop), Francesco de' Medici 
1555-56, oil on tin 
Galleria degli Uffizi, Florence 
 
  
359 
 
 
 
 
Figure 1.10: Bronzino and workshop, Medici portrait series for Scrittoio di 
Calliope 
1555-56, oil on tin 
Galleria degli Uffizi, Florence 
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Figure 1.11: Bronzino, Cosimo I de' Medici 
1545, tempera on panel 
Galleria degli Uffizi, Florence 
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Figure 1.12: Giovanbattista Moroni, Giovanni Bressani in His Study 
1562, oil on canvas 
National Gallery of Scotland, Edinburgh 
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Figure 1.13: unknown artist, portrait of Bernadino Cirillo, from his Annals of the 
City of Aquilea (published 1570) 
1570, engraving 
British Library, London 
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Figure 1.14: Alessandro Allori, Francesco de' Medici 
c. 1560, oil on poplar 
Art Institute of Chicago 
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Figure 1.15: Domenico Poggini, Francesco de' Medici 
1564, marble 
Galleria degli Uffizi, Florence 
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Figure 1.16: Benvenuto Cellini, Cosimo I 
1546-47, bronze 
Museo Nazionale del Bargello, Florence 
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Figure 17: detail of Figure 16 
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Figure 1.18: Alessandro Allori, Francesco I de' Medici 
c. 1560-70, oil on canvas 
Museum Mayer van den Bergh, Antwerp 
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Figure 1.19: Hans Bocksberger the Elder, Holy Roman Emperor Ferdinand I 
mid-16th century 
Kunsthistorisches, Vienna 
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Figure 1.20: Jakob Seisenegger, Holy Roman Emperor Maximilian II as a Young Man 
1545 
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Figure 1.21: Casino di San Marco, Florence  
view from Piazza San Marco, looking northeast down Via Cavour 
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Figure 1.22: Giovanni Maria Butteri, San Salvi Altarpiece (Madonna and Child with 
St. Anne, St. John, and  Five Members of the Medici Family) 
1575, oil on panel 
Museo del Cenacolo di San Salvi, Florence 
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Figure 1.23: Giovanni Maria Butteri, La Vetreria 
1570-75, oil on slate 
studiolo of Francesco I, Palazzo Vecchio, Florence 
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Figure 1.24: Giovanni Stradano, Gli Alchimisti 
1570-75, oil on slate 
studiolo of Francesco I, Palazzo Vecchio, Florence 
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Figure 1.25: Pastorino, Granduke Francesco I de' Medici 
1574 
British Museum, London 
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Figure 1.26: Domenico di Polo de’ Vetri, Cosimo I de’ Medici (with Salus publica on 
reverse) 
c. 1537, bronze 
British Museum, London  
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Figure 1.27: attributed to Matteo Piatti, ceremonial armor of Francesco de' Medici 
c. 1574 
Museo Nazionale del Bargello, Florence 
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Figure 1.28: alternate view of Figure 1.27  
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Figure 1.29: Pontormo, Alessandro de' Medici 
1534-35, oil on panel 
Philadelphia Museum of Art 
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Figure 1.30: Pontormo, Alessandro de' Medici 
c. 1534-35, oil on panel 
Rijksmuseum, Amsterdam 
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Figure 1.31: Bronzino, Cosimo de' Medici as Orpheus 
c. 1537-39, oil on panel 
Philadelphia Museum of Art, Philadelphia 
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Figure 1.32: Alessandro Allori, Duke Cosimo de' Medici 
after 1561, oil on panel 
Galleria Borghese, Rome 
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Figure 1.33: Jean Bahuet, Vincenzo Gonzaga in Coronation Robes 
1587 
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Figure 1.34: studio of Frans Pourbus II, Vincenzo Gonzaga 
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Figure 1.35: Jean Bahuet, Vincenzo Gonzaga 
c. 1587 
Museum of John Paul II Collection/ Porczyński Gallery, Warsaw 
 
  
385 
 
 
 
 
Figure 1.36: Maso di San Friano, Francesco de' Medici 
1570, oil on panel 
Museo Civico, Prato 
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Figure 1.37: Francesco Morandini, Francesco I de' Medici 
c. 1582-87 
sold at auction, Christie's London, on December 4, 2012 
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Figure 1.38: studio of Scipione Pulzone, Granduke Francesco I 
c. 1585 
sold at auction, Bonham's London, on April 25, 2007 
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Figure 1.39: Hans von Aachen, Granduke Francesco I 
1585, oil on canvas 
Galleria Palatina, Florence 
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Figure 1.40: detail of figure 1.3 
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Figure 1.41: Giovanni Bandini, bust of Francesco de' Medici (with remaining 
fresco decorations) 
Palazzo Benci, Florence 
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Figure 1.42: detail of figure 1.41 
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Figure 1.43: artist unknown, Cosimo I 
Palazzo Uguccioni, Florence 
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Figure 2.1: studiolo of Francesco I de’ Medici (view towards west wall) 
c. 1570-75  
Palazzo Vecchio, Florence 
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Figure 2.2: Salone dei Cinquecento (view looking northeast), with location of 
studiolo indicated 
remodeling project under Giorgio Vasari, 1556-71  
Palazzo Vecchio, Florence 
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Figure 2.3: view of western corner of Salone dei Cinquecento, with modern-day 
entrance to studiolo of Francesco I 
Palazzo Vecchio, Florence 
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Figure 2.4: Giorgio Vasari, Battle of Marciano 
1570-71, fresco 
Salone dei Cinquecento, Palazzo Vecchio, Florence 
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Figure 2.5: Giorgio Vasari, Rout of the Pisans at Torre San Vincenzo 
1567-71, fresco 
Salone dei Cinquecento, Palazzo Vecchio, Florence 
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Figure 2.6: detail of Figure 2.4 
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Figure 2.7: Girolamo's Macchietti, The Baths of Pozzuoli 
1570-75, oil on slate 
studiolo of Francesco I, Palazzo Vecchio, Florence 
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Figure 2.8: Santi di Tito, The Sisters of Phaeton (The Origin of Amber) 
1570-75, oil on slate 
studiolo of Francesco I, Palazzo Vecchio, Florence 
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Figure 2.9: Maso da San Friano, Diamond Mining 
1570-75, oil on slate 
studiolo of Francesco I, Palazzo Vecchio, Florence 
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Figure 2.10: Francesco Morandini, known as il Poppi, The Bronze Foundry 
1570-75, oil on slate 
studiolo of Francesco I, Palazzo Vecchio, Florence 
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Figure 2.11: Alessandro Fei, The Goldsmith's Shop 
1570-75, oil on slate 
studiolo of Francesco I, Palazzo Vecchio, Florence 
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Figure 2.12: plan of piano nobile (second floor) of Palazzo Vecchio today 
13- Salone dei Cinquecento 
14- studiolo 
4- private granducal apartments 
N.B. At the time of the studiolo's construction, the wall separating 13 and 14 was 
solid (with no access to studiolo from Salone.)  Access to the studiolo to and from 
the private apartments was concealed behind a false cabinet door. 
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Figure 2.13: view of west wall of studiolo, with undecorated cabinet door 
concealing passageway to private apartments 
Palazzo Vecchio, Florence 
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Figure 2.14: opened concealed doorway with staircase leading to Via della Ninna 
studiolo of Francesco I, Palazzo Vecchio, Florence 
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Figure 2.15: view from studiolo through opened concealed doorway into staircase 
leading to Via della Ninna 
studiolo of Francesco I, Palazzo Vecchio, Florence 
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Figure 2.16: exterior view of Palazzo Vecchio from Via della Ninna with small 
doorway to staircase leading to studiolo of Francesco I 
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Figure 2.17: Giorgio Vasari, Perseus and Andromeda 
1570-75, oil on slate 
studiolo of Francesco I, Palazzo Vecchio, Florence 
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Figure 2.18: Lorenzo il Magnifico's surviving hardstone vase collection displayed 
at the Museo degli Argenti 
Palazzo Pitti, Florence 
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Figure 2.19: Don Giovanni de' Medici, Bernardo Buontalenti, and Matteo Nigetti, 
Cappella dei Principi 
1604-40 
San Lorenzo, Florence 
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Figure 2.20: Bartolomeo Traballesi, Danaë and the Shower of Gold 
1570-75, oil on panel 
studiolo of Francesco I, Palazzo Vecchio, Florence 
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Figure 2.21: Santi di Tito, Hercules and the Discovery of Tyrian Purple 
1570-75, oil on panel 
studiolo of Francesco I, Palazzo Vecchio, Florence 
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Figure 2.23:  Jacopo Coppi, Alexander and the Family of Darius 
1570-75, oil on panel 
studiolo of Francesco I, Palazzo Vecchio, Florence 
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Figure 2.24: Niccolò Betti, Sack of a City 
1570-75, oil on panel 
studiolo of Francesco I, Palazzo Vecchio, Florence 
416 
 
 
 
 
Figure 2.25: Maso da San Friano, The Fall of Icarus 
1570-75, oil on panel 
studiolo of Francesco I, Palazzo Vecchio, Florence 
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Figure 2.26: Giovanni Battista Naldini, The Allegory of Dreams 
1570-75, oil on panel 
studiolo of Francesco I, Palazzo Vecchio, Florence 
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Figure 2.27: studiolo of Francesco I de' Medici, 1570-75 (view looking northeast) 
Palazzo Vecchio, Florence 
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Figure 2.28: Vittore Carpaccio, St. Augustine in His Study 
1502, tempera on panel 
Scuola di San Giorgio delgi Schiavoni, Venice 
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Figure 2.29: Enea Vico, after Baccio Bandinelli, The Academy of Baccio Bandinelli 
c. 1544, engraving 
The Metropolitan Museum of Art, New York 
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Figure 2.31: Vittorio Casini, The Forge of Vulcan 
1570-75, oil on panel 
studiolo of Francesco I, Palazzo Vecchio, Florence 
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Figure 2.32: Sebastiano Marsilli, The Race of Atalanta 
1570-75, oil on panel 
studiolo of Francesco I, Palazzo Vecchio, Florence 
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Figure 2.33: Francesco Morandini, known as Il Poppi, Prometheus Handing Nature a 
Piece of Quartz 
1570-75, fresco 
ceiling of studiolo of Francesco I de' Medici, Palazzo Vecchio, Florence 
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Figure 2.34: Francesco Morandini, detail of ceiling fresco with Francesco I's 
impresa and motto  
1570-75, fresco  
ceiling of studiolo of Francesco I de' Medici, Palazzo Vecchio, Florence 
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Figure 2.35: Giambologna, Apollo 
1570-75, bronze 
studiolo of Francesco I de' Medici, Palazzo Vecchio, Florence 
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Figure 2.36: Vincenzo de' Rossi, Vulcan 
1570-75, bronze 
studiolo of Francesco I de' Medici, Palazzo Vecchio, Florence 
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Figure 2.37: Jacopo Zucchi, Mining 
1570-75, oil on slate 
studiolo of Francesco I de' Medici, Palazzo Vecchio, Florence 
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Figure 2.38: Bronzino or workshop, Cosimo I 
1570-75, oil on slate 
studiolo of Francesco I de' Medici, Palazzo Vecchio, Florence 
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Figure 2.39: Bronzino or worshop, Eleonora de Toledo 
1570-75, oil on slate 
studiolo of Francesco I de' Medici, Palazzo Vecchio, Florence 
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Figure 2.40: Medici granducal workshops, cruet for oil and vinegar 
1575-87, soft-paste porcelain 
Museum of Fine Arts, Boston 
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Figure 2.41: Luca della Robbia, January  
1450-56, glazed terracotta 
Victoria and Albert Museum, London 
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Figure 2.42: Paolo Uccello, The Unhorsing of Bernardino della Carda at the Battle of 
San Romano 
c. 1438, tempera on panel 
Galleria degli Uffizi, Florence 
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Figure 2.43: possibly Domenico dei Cammei, cameo ("Noah Cameo") 
late 15th century, onyx 
British Museum, London 
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Figure 2.44: Ptolomeic Greek cameo carved cup ("Tazza Farnese"), view of inside 
3rd century BC, sardonyx agate 
Museo Nazionale di Capodimonte, Naples 
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Figure 2.45: Petrus Christus, St. Jerome in His Study 
c. 1435, oil on linen paper on panel 
Detroit Institute of Arts 
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Figure 2.46: hardstone vase, inscribed "MED" 
Museo degli Argenti, Palazzo Pitti, Florence 
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Figure 2.47: detail of jasper vase, inscribed "LAVR" 
Museo degli Argenti, Palazzo Pitti, Florence 
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Figure 2.48: Giorgio Vasari (design), Scrittoio di Calliope (view looking 
northwest) 
1555-58 
Palazzo Vecchio, Florence 
  
439 
 
 
 
 
Figure 2.49: door leading into Scrittoio di Calliope (view looking south) 
1555-58 
Palazzo Vecchio, Florence 
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Figure 2.50: Giorgio Vasari, Calliope 
1555-58, fresco 
ceiling of Scrittoio di Calliope, Palazzo Vecchio, Florence 
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Figure 2.51: Gualtiero di Anversa, window  
1555-58, stained glass 
Scrittoio di Calliope, Palazzo Vecchio, Florence 
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Figure 2.52: Donatello, Madonna of the Clouds 
c. 1435, marble 
Museum of Fine Arts, Boston 
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Figure 2.53: Donatello, Crucifixion 
c. 1455, bronze with damascened gold and silver 
Museo Nazionale del Bargello, Florence  
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Figure 2.54: Greek statue, known as the"Chimera of Arezzo" 
c. 450-430 BC, bronze 
Museo Archeologico, Florence 
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Figure 2.55: Bartolomeo Ammananti, Ops 
1570-75, bronze 
studiolo of Francesco I de' Medici, Palazzo Vecchio, Florence 
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Figure 3.1: Giorgio Vasari, Uffizi (view looking south towards Arno) 
1560-1581 
Florence 
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Figure 3.2: east corridor (view looking south) 
Galleria degli Uffizi, Florence 
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Figure 3.3: plan of Uffizi, piano nobile (second floor) present day 
Rooms 17-23 indicate original extent of gallery 
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Figure 3.4: Bernardo Buontalenti, Tribuna 
c. 1583 (photo taken after 2010-2012 restoration) 
Galleria degli Uffizi, Florence 
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Figure 3.5: ceiling of east corridor 
c. 1583, fresco 
Galleria degli Uffizi, Florence 
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Figure 3.6: attributed to Alessandro Allori, grotesque ceiling decoration, 
penultimate bay of east corridor 
c. 1583, fresco 
Galleria degli Uffizi, Florence 
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Figure 3.7: attributed to Alessandro Allori, grotesque ceiling decoration, east 
corridor 
c. 1583, fresco 
Galleria degli Uffizi, Florence 
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Figure 3.8: attributed to Alessandro Allori, ceiling of room 17 
c. 1583, fresco 
Galleria degli Uffizi, Florence 
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Figure 3.9: attributed to Alessandro Allori, ceiling of room 17, detail 
c. 1583, fresco 
Galleria degli Uffizi, Florence 
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Figure 3.10: attributed to Alessandro Allori, detail of ceiling of room 17 
c. 1583, fresco 
Galleria degli Uffizi, Florence 
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Figure 3.11: attributed to Alessandro Allori, ceiling of room 23 
c. 1583, fresco 
Galleria degli Uffizi, Florence 
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Figure 3.12: Bernardino Poccetti, Sword Maker (detail of ceiling of room 23) 
c. 1583, fresco 
Galleria degli Uffizi, Florence 
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Figure 3.13: central scene of ceiling of room 23, depicting blacksmiths 
c. 1583, fresco 
Galleria degli Uffizi, Florence 
 
 
  
459 
 
 
 
 
Figure 3.14: attributed to Alessandro Allori, detail of ceiling of room 23 
c. 1583, fresco 
Galleria degli Uffizi, Florence 
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Figure 3.15: attributed to Alessandro Allori, detail of room 20 ceiling, with Piazza 
Santa Maria Novella 
c. 1583, fresco 
Galleria degli Uffizi, Florence 
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Figure 3.16: attributed to Alessandro Allori, detail of room 20 ceiling decoration, 
with Piazza della Signoria 
c. 1583, fresco 
Galleria degli Uffizi, Florence 
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Figure 3.17: attributed to Alessandro Allori, ceiling of room 21 
c. 1583, fresco 
Galleria degli Uffizi, Florence 
  
463 
 
 
 
 
Figure 3.18: attributed to Alessandro Allori, detail of ceiling of room 21 
c. 1583, fresco 
Galleria degli Uffizi, Florence 
 
 
Figure 3.19: attributed to Alessandro Allori, detail of ceiling of room 21 
c. 1583, fresco 
Galleria degli Uffizi, Florence 
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Figure 3.20: attributed to Alessandro Allori, ceiling of room 22 
c. 1583, fresco 
Galleria degli Uffizi, Florence 
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Figure 3.21: attributed to Alessandro Allori, detail of Figure 3.20, with nocturnal 
scene 
c. 1583, fresco 
Galleria degli Uffizi, Florence 
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Figure 3.22: attributed to Alessandro Allori, room 19 ceiling decoration 
c. 1583, fresco 
Galleria degli Uffizi, Florence 
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Figure 3.23: attributed to Alessandro Allori,  detail of room 19 ceiling, with 
imprese of Cosimo I and Francesco I (lower corners, in roundels) 
c. 1583, fresco 
Galleria degli Uffizi, Florence 
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Figure 3.24: attributed to Alessandro Allori, detail of ceiling of room 19, central 
panel with apotheosis scene 
c. 1583, fresco 
Galleria degli Uffizi, Florence 
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Figure 3.25: attributed to Alessandro Allori, detail of ceiling of room 19 
c. 1583, fresco 
Galleria degli Uffizi, Florence 
  
470 
 
 
 
 
Figure 3.26: detail of room 21 ceiling 
c. 1583 or 1944, fresco 
Galleria degli Uffizi, Florence 
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Figure 3.27: ceiling decoration in bay adjacent to Gabinetto di Madama 
c. 1583, fresco 
Galleria degli Uffizi, Florence 
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Figure 3.28: detail of Figure 3.27, with arms of Cappello family 
c. 1583, fresco 
Galleria degli Uffizi, Florence 
  
473 
 
 
 
 
Figure 3.29: ceiling of second bay outside of Gabinetto di Madama 
c. 1583, fresco 
Galleria degli Uffizi, Florence 
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Figure 3.30: detail of Figure 3.29, with Orpheus 
c. 1583, fresco 
Galleria degli Uffizi, Florence 
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Figure 3.31: Daniel Mytens, Thomas Howard, Earl of Arundel 
1618, oil on canvas 
Duke of Norfolk Collection, National Portrait Gallery, London 
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Figure 3.32: Hans von Aachen, Holy Roman Emperor Rudolf II 
1607, oil on canvas 
Kunsthistoriches Museum, Vienna 
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Figure 3.33: exterior of Galleria degli Antichi 
1583-84 
Sabbioneta 
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Figure 3.34: interior of Galleria degli Antichi 
1583-84 
Sabbioneta 
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Figure 3.35: Pietro Martire Pesenti and Giovanni and Cherubino Alberti, trompe 
l'oeil architectural decorations 
1583-84, fresco 
Galleria degli Antichi, Sabbioneta 
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Figure 3.36: Statue of an orator ("Il Arringatore") 
c. 150-75 BC, bronze 
Museo Archeologico, Florence 
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Figure 3.37: Michelangelo, Bacchus 
1496-97, marble 
Museo Nazionale del Bargello, Florence 
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Figure 3.38: Rape of Ganymede 
second century AD, marble 
Museo Archeologico, Florence 
 
 
Figure 3.39: Antonio Gentili da Faenza, bust of Tiberius 
before 1591, turquoise paste, agate, and gold 
Museo degli Argenti, Palazzo Pitti, Florence 
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Figure 3.40: Raphael, Pope Leo X with Cardinals Giulio de' Medici and Luigi de' Rossi 
c. 1517-18, oil on panel 
Galleria degli Uffizi, Florence 
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Figure 3.41: Bernardo Buontalenti, interior of lantern of Tribuna 
c. 1583 
Galleria degli Uffizi, Florence 
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Figure 3.42: Donato Bramante, Cortile del Belvedere, octagonal court 
Museo Pio Clementino, Musei Vaticani, Vatican 
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Figure 3.43: Benci di Cione and Simeone di Francesco Talenti, Loggia dei Lanzi 
1376-1382 
Piazza della Signoria, Florence 
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Figure 3.44: Giorgio Vasari, Uffizi (view looking north-northeast, from Oltrarno) 
1560-1581 
Florence 
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Figure 3.45: Bastiano di Raffaello da Settignano and others, floor of Tribuna 
c. 1583-84, commesso hardstone 
Galleria degli Uffizi, Florence 
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Figure 3.46: Donatello, David 
1430-40, bronze with marble base 
Museo Nazionale del Bargello, Florence 
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Figure 3.47: Vincenzo Danti, Cosimo I as Augustus 
1568-72, marble 
Museo Nazionale del Bargello, Florence 
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Figure 4.1: Scipione Pulzone, Granduke Ferdinando I 
1590, oil on canvas 
Galleria degli Uffizi, Florence 
 
  
492 
 
 
 
 
 
Figure 4.2: alternate view of Figure 2.19 
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Figure 4.3: Sarcophagus of Francesco I 
1604-40 
Cappella dei Principi 
San Lorenzo, Florence 
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Figure 4.4: Sarcophagus of Ferdinando I (statue by Pietro Tacca) 
1604-1640, porphyry and bronze 
Cappella dei Principi 
San Lorenzo, Florence 
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Figure 4.5: Pietro Benvenuti, ceiling of Cappella dei Principi 
completed 1828, fresco 
San Lorenzo, Florence 
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Figure 4.6: Opificio delle Pietre Dure, floor of Cappella dei Principi 
begun 1613, completed 1962, inlaid marbles  
San Lorenzo, Florence 
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Figure 4.7: Opificio delle Pietre Dure, commesso crest of Cortona 
mother of pearl, lapis, marble, agate, breccia, and other hardstones 
Cappella dei Principi 
San Lorenzo, Florence 
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Figure 4.8: cutting station  
18th century 
Museo Opificio delle Pietre Dure, Florence 
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Figure 4.9: detail of cutting station with blade hidden within a figure of Atlas  
18th century 
Museo Opificio delle Pietre Dure, Florence 
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Figure 4.10: Cappella dei Principi, with view of dado decorations 
1604-1640 
San Lorenzo, Florence 
 
 
Figure 4.11: detail of commesso decorations 
lapis lazuli and other hardstones 
Cappella dei Principi 
San Lorenzo, Florence 
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Figure 4.12: OPD commesso crest of Volterra 
mother of pearl, lapis, marble, agate, breccia, and other hardstones 
Cappella dei Principi 
San Lorenzo, Florence 
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Figure 4.13: OPD, commesso crest of Arezzo 
mother of pearl, lapis, marble, agate, breccia, and other hardstones 
Cappella dei Principi 
 San Lorenzo, Florence 
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Figure 4.14: OPD, palle detail of floor 
20th century, commesso 
Cappella dei Principi 
San Lorenzo, Florence 
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Figure 4.15: Sarcophagus of Cosimo I 
1604-1640, red porphyry and grey granite 
Cappella dei Principi 
San Lorenzo, Florence 
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Figure 4.16: grave marker of Francesco I 
crypt 
Cappelle Medicee, San Lorenzo, Florence 
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Figure 4.17: Michelangelo, tomb of Giuliano di Lorenzo de' Medici 
c. 1519-34, marble 
New Sacristy 
San Lorenzo, Florence 
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Figure 4.18: Giambologna and Pietro Tacca, Equestrian Monument to Cosimo I de' 
Medici 
1587-93, bronze 
Piazza della Signoria, Florence 
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Figure 4.19: 1981 copy of Equestrian Monument of Marcus Aurelius  
161-180 AD, bronze 
Piazza del Campidoglio, Rome 
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Figure 4.20: Filippo Brunelleschi, Old Sacristy 
1420-1429 
San Lorenzo, Florence 
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Figure 4.21: Chapel of Renée of France 
1590s 
Castello Estense, Ferrara 
 
 
Figure 4.22: Chapel of Renée of France, view of altar 
1590s 
Castello Estense, Ferrara 
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Figure 4.23: Francesco di Giorgio, Cappella del Perdono 
1483 
Palazzo Ducale, Urbino 
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Figure 4.24: Pietro Lombardo, Santa Maria dei Miracoli  
1481-1489 
Venice 
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Figure 4.25: Girolamo Pittoni and Giacomo da Porlezza, high altar  
1534-41 
Vicenza Cathedral, Vicenza 
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Figure 4.26: Altare Garzadori, with Giovanni Bellini's Baptism of Christ 
1500-1502 
Santa Corona, Vicenza 
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Figure 4.27: cross-sections of three hardstone specimens 
described by Agostino del Riccio as: 
top- mistio del color' de' pesci 
middle- alabastro scuro  
bottom- alabastro smeraldino 
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Figure 4.28: ground plan of San Lorenzo, Florence 
1- nave 
2- high altar 
4- Cappella dei Principi 
7- tomb of Cosimo il Vecchio 
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Figure 4.29: Filippo Brunelleschi, interior of San Lorenzo  
1421-28 
Florence 
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Figure 4.30: Michelozzo, Palazzo Medici (today Palazzo Medici-Riccardi) 
begun 1444 
Via Cavour, Florence 
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Figure 4.31: Filippo Brunelleschi, dome of Santa Maria del Fiore (view looking 
northwest) 
1420-36 
Florence 
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Figure 4.32: view of Florence from San Minato al Monte, with (L-R) Palazzo 
Vecchio, Cappella dei Principi, Santa Maria del Fiore visible 
Florence 
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Figure 4.33: San Lorenzo 
viewed from dome of Santa Maria del Fiore, looking northwest 
Florence 
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Figure 4.34: Don Giovanni de' Medici, design for Cappella dei Principi 
1604 
  
523 
 
 
 
 
Figure 4.35: eternal flame details over the tomb of Cosimo III 
1604-1640 
Cappella dei Principi 
San Lorenzo, Florence 
 
  
524 
 
 
 
 
Figure 4.36: Frans Pourbus the Younger, Eleonora de' Medici 
c. 1660-1609, oil on canvas 
Galleria Palatina, Palazzo Pitti, Florence 
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Figure 4.37: Galleria della Mostra 
Palazzo Ducale, Mantua 
 
N.B.  While today ancient statues are installed in the space, during Vincenzo's 
time it was hung with paintings, while ancient sculptures were displayed in the 
adjacent Galleria dei Marmi. 
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Figure 4.38: ground plan of Palazzo Ducale, Mantua 
 
N.B. The Galleria dei Marmi (#8) is indicated on this plan by another name 
applied to it, the Galleria dei Mesi. 
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Figure 4.39: David Teniers the Younger, Picture Gallery of Archduke Leopold 
Wilhelm in Brussels 
c. 1647, oil on copper 
Madrid, Museo del Prado 
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Figure 4.40: Caravaggio, Death of the Virgin 
1605-6, oil on canvas 
Musée du Louvre, Paris 
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Figure 4.41: Pieter Bruegel the Elder, Feast of St. Martin 
second half of 16th century, distemper on canvas 
Kunsthistoriches Museum, Vienna 
530 
 
 
 
 
Figure 4.42: Antonio Susini, after Giambologna's Cosimo I 
c. 1600, bronze 
Royal Ontario Museum, Toronto 
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Figure 4.43: Leon Battista Alberti, Sant'Andrea 
1472-94 (with later alterations) 
Mantua 
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Figure 4.44: unknown artist, Guglielmo Gonzaga 
c. 1600, marble  
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Figure 5.1: attributed to Giorgio Solari, Emanuele Filiberto, Duke of Savoy 
1580, oil on canvas 
Royal Monastery of San Lorenzo at El Escorial 
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Figure 5.2: Petrus Rucholle, after Anthony van Dyck, Carlo Emanuele I di Savoia 
c. 1649-50, engraving 
National Gallery of Canada, Ottawa 
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Figure 5.3: Federico Zuccari, Design for Grande Galleria of Carlo Emanuele I 
c. 1605-7, ink on paper 
Private collection, England 
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APPENDIX: 
Archivio di Stato di Firenze 
Guardaroba Medica filza 87  
compiled by Giovanbattista da Cerreto, guardaroba maggiore for Francesco I 
compiled between June 10th and June 15th, 1574 
transcribed by the author July 15, 2014 
 
folio 43 recto:  
stanzino di sotto 
 
Piú robe che sono nello stanzino nella guardaroba di sotto   
il quale stanzino ha il palco in volta 
 
Palle di marmo mistio di Seravezza di piú grandezze che una rotta et sono in 
tutto sedici  
Sachetto numero uno di guarnello verde entro vi piú pietre da fare uno 
scacchiere 
Pietre numero dua da macinare colori piccolo di marmo mistio 
Pezzuoli numero dua di pietra nera numero duo 
Mortaini  di marmo bianco di piú grandezza numero sette ed quattro pestelli di 
marmo 
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Tondo d’alabastro orientale numero uno in una scatola bianca 
Armario segnato da noi numero uno dove sono dentro tutto le sopradette cose 
 
Armario numero 2: 
Pietre misti e quadre et fondi che macinare colori di piú grandezze numero 
quindici 
Quadri d’alabastro bianco di piú grandezze numero nove  
Macinella da colori numero una di pietra rossa 
 
Armario numero 3: 
Staffe alla giannetta parte d’orate et parte in argentato numero undici 
Quadro di marmo numero uno di basso rilievo, ed uno ganime [Ganimede] di 
rapito da una Aguila 
Crocie numero due che una di bronzo col cristo di rilievo et una d’ottone 
intagliata, da una banda uno cristo et da l'altra una nostra donna 
Artiglieziá [artigliera] numero uno di braccio 2/3 lunga di bronzo col suo carro 
di legno invernicato et ferrato con una cassettina et forma da palle 
Mortaino di bronzo numero dua con loro pestelli simili 
Trapano numero uno di legno rotto 
Calamaio di bronzo numero uno 
Cassettino d’ottone numero uno piccolo 
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Cassettina numero una d'albero entro vi piú ferracci 
Ingegni numero uno di legno per modello da ferare su pesi 
Ramarri dua et una serpe accucciate insieme di metallo cioe di stagno 
Mana numero uno che havuno chio di un mano di bronzo servi per martollina 
[martellino] 
Forme da fare palle da balestra numero una 
Verga di metallo saggiata d'un 0/4 di braccio 
 
folio 43 verso: 
Stanza di sotto, terzo 
 
Armario numero 5 dello stanzino delle stanze di sotto: 
Ruotolo numero uno grande dove sono scritto piú note nome d’uomini illustri et 
famosi Romani messo in una cassetta d’albero di longhezza braccio quattro 
Ruotoli lunghi di tela et carta parte posti instagnoni et parte non numero dodici 
dove sono dipinti parte armi pasto figure d’uomini et uccelli in tutto pezzi 
numero dodici 
Piú carte di vari disegni per maschere et altro 
Libri di piú sorte di pinture et disegni  numero sei 
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Armario numero 6: 
Lama da spade et storte et stocchi senza guarni et senza fornimenti numero 
trent’otto 
Scimitarre alla turchesca et ungheresca numero otto ed loro fornimenti 
Accette numero quattro di piu sorte ed loro maniche di legno 
Martellina non numero una da huomo d’arme in una guaina di quoió rosso 
Mazze ferrate da cavaleggieri numero dua 
Spiede numero uno da huomini, che ha il manico di legno che si ripiega in tre 
pezzi 
Stocco numero uno, ed dua ale a molla, messo in una guaina di quoió nero punta 
aulica ed uno pome che si volge avite 
Stocco numero uno colle punta di spiede, che ha la manica a uso di spadone a 
dua mani fodero di quoió nero largo 
Stocco numero uno in triangolo ed suo fodero et fornimento 
Stocco numero uno alla tedesca colla punta aulica ed suo fodero et fornimeto 
Stiletti numero uno auso di pugnale auso di pugnale in quadrangulo ed suo 
fornimeto numero uno 
Bastone numero uno da poggiarsi dentro vi una spade che ha l’arme di Toledo 
 
Armario numero 7: 
Sachetto numero uno di uno staio in circa de fogli di varie sorte scritti 
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Armario numero 8: 
Celate di ferro lavorati e focche d’oro numero tre 
Imprompte di ferro da stampare medaglie numero quattro che uno de Lorenzo 
de medici; una di Cosimo Vecchio et loro rovesce  
 
folio 44 recto: 
in quattro sachetti di quoió rosso 
Fusti di selle numero uno a catino di legno innormeate in dua pezzi   
Stampe et ferracci in tutto pezzi ventiuno che diciannove per stampare et il resto 
ferracci 
Cornetti d’osso numero cinque da canattieri ed loro cordini verdi 
 
Armario numero 9 in detto stanzino: 
Libri di musica di piú sorte, et grandezza numero ventitre 
Borsa di quoió rosso entro vi piú scritture et libretti di piú sorte 
Zanetta numero uno entro vi piú scritture et libri 
Pelle di camozze numero sei tutte rotte et guasti et intignate 
 
Armario numero 10: 
Sachetti pieni di fogli scritti numero undici 
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Armario numero 11: 
Spelonca di coralli et e [proposed reading: brocciolini] messa in sua cassa a di 
nocie 
Coppi di coralli numero sette 
Scatola tonda dentro vi una ampollina d'olio et non vi sa che si sia 
Branca di coralli numero una grande in una scatola tonda 
Pezzi di coralli numero dodici cioe in forme di crocifisso et altre figure messe in 
una scatola in tutto pezzi dodici in fra quali e una branca di corallo 
Scatola tonda numero una entro vi una branca di corallo non perfetto bianco 
Branchi di coralli numero sette di piú grandezze messe in una scatola tonda 
senza coperchio 
Cassetta lunga numero una alta senza coperchio entro vi uno fiaschetto 
Scatola alla levantina numero una entro vi ferra rossa che bolo armeno 
Scatola tonda numero una entro vi polvere rossa 
Fiascetto numero uno ed sue veste entro vi un liquore incognito 
Fiaschetto numero uno senza veste in una scatola tonda senza coperchio due olio 
da spasmo et da doglie 
Coralli pezzi numero tredici in una scatola tonda senza coperchio 
Corallo in pezzuoli piccolo et [proposed reading: pesono] d’ sette et sono 
pezzoleni trentadua 
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Ampollina [proposed reading: picedina] mezza piena et vi spensa essere grasso 
di leoni 
Saccacco numero uno piena di miniere 
 
folio 44 verso: 
Stanzino di sotto 
 
Cose sopra gli armari in detto stanzino: 
Studiolo numero uno di quoió nero ed quattro cassette entro vi piu ferri da 
lavorare a fornio 
Cassettino a sepoltura numero uno di braccio uno braccio a terra mezzo in circa 
comesso d’osso 
Cassettini di quoio nero numero dua, entro vi in uno fiaschi sei di stagna da 
teneri il vino in fresco et nell’altro veni fiaschi sette simili in tutte fiaschi tredici 
Mazze di peruggini da poggiursci numero venti 
Vaso a ovato di rame che dice essorvi dentro un poco d’olio petroleo 
Bossoli d’ebano numero venticinque con loro coperchio et uno senza coperchio 
in una cassetta di legno in tutto numero ventisei 
Scaldaletto numero uno di rame con arme di Medici e Toledo 
Scatoletta overo [proposed reading: padelletta] di rame da profumi 
Bossoli numero dua dentro vi stacchi 
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Cartone rinvolto in sur non basta ne dipinto 
Mitria di domasco bianco de vescovi in sua vesta di quoio rosso numero una 
Ornamento di nocie numero uno di spera 
Strettoino a ovato da faro o letti da donne 
Zampe numero tre della gran bestia outro Cerbio 
Quadro numero uno d’uno paese in folgio ed ornamento d’albero numero uno 
Quadrettino uno d’uno paese rotto et intarlato che non si descerno qual che sia 
Spera tutta fra cassata et ha dodici fasce di spechi dagli lati et nel mezzo non è 
seno legname grande 
Quadro numero uno intarsiato entro vi la passione di Cristo 
Spera fonda da’vorio numero uno col sette figure d'entro vi 
Scannelli dua di nocie grandi con piu mazzi di scritte et sono appiccati insieme 
Cassa numero uno di tarsia entro vi scritture et piú libri 
Luito d’ebano con sua cassa 
Cassone scatola anzi cassone numero uno d’albero con una manganella che 
s’alza a chiave 
Orcietto numero uno piccino entro vi olio 
Intagli di legname numero tre fatti per mano del caroba legna ruolo di braccio 
dua in circa l'uno numero tre 
Figure di terra cotta numero nove a piu foggie con busti et parte non 
Forziere numero uno a sepoltura coperto di quoio nero che dentro lettere et 
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scritture che non vi sono viste 
Quadretto di marmo numero uno da sepoltura antica senza coperchio 
 
folio 45 recto: 
In detto stanzino di sotto 
 
Olii piu cassetta numero una di nocie tramezzata per cinqauanta cassettini che vi 
dentro ampolline quaranta con piu olii di piu sorte et altro 
Cassetta di nocie numero una lunga braccio [proposed reading: n/3] in circa 
quadra serrata a chiavi con suo luchetto dissono la chiave haver la il Gran Duca 
Zampe dua dissono della gran Bestia auso di Candillieri con loro coperchi in loro 
cassa d’albero da arancie 
Taea numero una di legno all’antica con trenta pezzi di scacchi intagliate 
Cassetta di legno dentro tinta di rosso quadra di fuora nera 
Rinfrescatoio di vetro con piedi alto 
Palla di vetro tonda con suo piede et coperchio 
Spere numero dua con loro vetri 
 Una maggiore et una minore, la maggiore d’ebano et l’altra di legname 
Bassoli di legno numero dua uno grande et l’altro piccolo nel piccolo entro vi una 
ampulla con un poco di liquore 
Fiasca con acqua arzzente,  di vetrice 
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Fiasche dua et una ampolla di vetro nelle quali è dentro liquori che non si sa 
quello che sieno 
Mengini braccio a terra quaranta con una involta di canavaccio nel quale è dentro 
ditto bengini tutto braccio a terra quaranta 
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